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WELCOME 

Dear Student, 

W© welcome you as a student of the Third Year B.A. 
Degree Course in Indian Music. 

The subject deals with Paper V- Theory of Music -III 
Musical Forms, which you will have to study in the Third Year 
of the Course. 

The learning materials for this paper will be sent to you 
periodically and supplemented by a few contact lectures. 

You must be aware that learning through correspondence 
involves a great deal of self-study. We hope that you will put 
in your whole-hearted efforts. 

On our part we assure you of our help in guiding you 
throughout the course. 

Wish you all success. 



DIRECTOR 



II — SYLLABUS 
Paper V- THEORY OF MUSIC 111 - MUSICAL FORMS 

I. Musical Forms : 

(a) Lakshanas of the following forms: 

(1) Gita (6) Kriti 

(2) Jatisvara (7) Pada 

(3) Svarajati (8) Javali 

(4) Varna (9) Ragamalika 

(5) Kirtana (10) Tillana 

(b) Manodharma sangita and its forms : 

(i) Ragalapana (ii) Tanam (iii) Pallavl (iv) Niraval 
(v) Kalpana Svara. 

M Musical Forms figuring in scared Music : 

(1) Tiruppugazh (4) Tiruppavai 

(2) Tevaram (5) Divyanama Kirtanas 

(3) Divyaprabandham 

III. Musical forms figuring in dance concerts : 

\V. Lakshanas of the following ragas : 

(1) Todi (6) Saveri 

(2) Kanada (7) Ritigaula 

(3) Sahana (8) Surati 

(4) Athana (9) Kalyani 

(5) Bilahari (10) Khamas 



V. Ability to reproduce in notation the compositions learnt 
in the ragas prescribed for Raga Lakshana. 



Ill - SCHEME OF LESSONS 



I unaon No. 

1. Lakshanas of the following forms : 

(1) Gita (3) Svarajati 

(2) Jatisvara W Varna 

2. Lakshanas of the following forms : 

(1) Kirtana (2) Kriti 

(3) Pada < 4 > Java,i 
(5) Ragamalika (6) Tillana 

(7) Manodharma Sangita and its forms: 
(i) Ragalapana (II) Tanam (III) Pallavi (iv) Niraval 
(v) Kalpana Svara. 

3. Musical forms figures in sacred music : 

(1) Tiruppugazh (2) Tevaram 

(3) Divyaprabandham (4) Tiruppavai 

(5) Divyanama Kirtanas 

4. Musical forms figuring in dance concerts : 

5. Lakshanas of the following ragas : 

(1) Todi W Kanada 

(3) Sahana (4) Athana 

(5) Bilahari 

6. Lakshanas of the following ragas : 

(1) Saveri (2) Ritigaula 

(3) Surati W Ka, V ani 

(5) Khamas 
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Ablllly to roproducn In notation the compositions learnt 
In 1h" rnun« pmncrlhiMl for Rngn Inknhnnn. 



V. STUDY UNIT 
Lesson- 1. 
1. MUSICAL FORMS 

INTRODUCTION 

The three fundamental elements of a musical composition are 
the dhatu. matu and tala. There are certain musical compositions or 
forms which are non-rhythmlcaL "CUmlkas" for Instance have not only 

no defined talas but are also sung to some rhythm while the "dandaka" 

Is rhythmical in character but with no prescribed tala . S'lokas, padyas 
and viruttams are absolutely non- rhythmical. 

While understanding dhatu, matu and tala , the three fun- 
damental elements of any composition, the matu should not be 
understood In the restricted sense of sahitya aksaras. The connotation 

for matu Is a little wide in scope and Is diverse In character. The 
abhyaaa gana exercises are no doubt sung to regular raga and tala , 
of course the raga and tala being variable constituents. In some 
compositions the matu consists wholly of ordinarily spoken words. 
And this is understood as sahitya. Sometimes It is not unusual to see 
an admixture of the sahitya-aksaras interspersed with certain mean- 
ingless letters and words, e.g., a, iya, tiya, yare, vayyam supposed to 
contribute to novelty of the compositions. Such letters and words are 
called 'matrka padas' and are also referred to as gla-aiankara padas 

primarily in view of the fact that such letters figure only in glas. 'Mlhaksi 
jaya kamaksi' in SrTraga, 'Re re srTrama' in Arabhl are some bright 
instances in this connection. 

Nextly, tho sahitya is sometimes interspersed with tala 
mnemonical letters and solfa passages. Svarajatis, tillanas and padajiti 
varnas are quite common for such specimens of matu . Sometimes in 

kills, we see an added beauty by the incorporation of solfa passages 

interspersed with only tala mnemonics. Such passages aro known as 
"solkattu" svaras. Thus the matu of a musical composition may be of 
the different forms narrated above. The earliest musical compositions 
In tho real sense of the term are the astapadis of Jayadeva of the 12th, 

century A.D. Tho tovara compositions of the daiva samayacaryas are 
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no doubt there much earlier (9th, cent.). The author of the Tevara 
songs specify only the names of the Pans (ragas) in which they were 

to be sung and not the taias though we are able to put them in different 
time-measures from out of their metrical construction. 

"GTyato itl giiam" 

The term 'GTta' is diflned above stands definitely not for any 
particular composition of tho type v/ith certain marked features but for 
any composition in general. In this broad-sense svarajati, tana and the 
padavamas. Kirtanas, krtis, padas, javaiis, ragamalalkas and tlllanas, 

are all gTtas, in as much as all of them have both dhatu and matu-. The 
term dhatu should not be misconstrued to mean only the svara part 

and svara part of a musical composition. It simply means, rather 
should be taken to mean the barest musical setting or tune, to put it 
technically. The matu consists merely of aksaras, the letters not 

necessarily words and words only. Matu sometimes consists of sol- 
feggio, some other time words, some other times tala mnemonlcal 
letters and rarely matrka padas in the case of some gTtas. When the 

first line of the first of the gTtas is sung in svara form or with sahithya, 
the position Is clear. We hear the svaras when sung in svara form or 
the sahitya as the case may be. But when the same thing is put on an 
instrument neither svara letters nor the sahitya letters can be made 
out. In such a case we hear only the naked tune which goes to make 
up the composition. And this dhatu, so to say forms the background 
of not only any musical composition but also music itself In general. 

A musical form can be analytically studies with reference to the 
following different aspects. 

1) Musical form can be broadly grouped under two heads. 

(a) abhyasa-gana (b) sabha- gana, 

Abhyasagana : It comprises the well graded svara exercised 
ranging from svaravalis to alahkaras, gTtas, jatisvara, svarajatls and 
tana vamas. The last, of course, has a peculiarity. It is a composition 

belonging not only to the abhyasa gana class but sabha gana as 
well. 

■, The svarajatls of J>yama Sastri are strictly speaking not com- 
position of abhysagana group. They are compositions of a pretty well 
advanced nature and are to be classed higher than even the classics 



■of T yagaraja and Dlksita. Strictly speaking, Sastri's svarajatls are not 

a .^rslatis at all and should not be reckoned so. The musical setting Is 
s* = much higher ebb than that of an ordinary svarjati. Further certain 
r-rnmon features of a svarajatl are totally absent In the svarajatls of 
5.i.Ta Sastri. Notala mnemonics are found interspersed with sahitya 
rtfsch should be an Invariable feature of a svarajatl. 

Though the svarajati and jatisvaras aro primarily the composi- 
: : - 3 of the abhyasagana group, they are super eminent compositions 
z srtaining to dance recitals. Besides these the padas, padavarnas, 

;ivalis and tillanas figure in dance recitals. Tana varnas, kills and 

-icamalikas, javali, and tillanas figure in dance recitals. Tana varnas, 

' < 5 and ragamllkas, javali, and tillanas in both vocal and Instrumental 

-.sic concerts. 

Musical form can further be studied with reference to their 
oelcnging to (1) Pure or absolute music (2) Applied music (3) Sacred 
or sect |! ar (4) Dance, Drama or Geyanatkas. 

The musical compositions belonging to pure music or absolute 
irsic are chiefly characterised by the flow/ of musical setting' of a high 
-ter. The chief claim to the premanance of such musical composition 
; primarily In Its musical setting dhatu. Musical composition belonging 
10 in Is group give an equal amount of abundant pleasure whether they 
are heard or listened to vocally or when heard through an Instrument. 
The chief attraction is only the dhatu part of the composition. Music in 
such cases is heard in all its purity and for its own sake, without 
reference to any other factor or consideration. 

Th® G©mp©5tll@ns belonging to the sphere of pure music or 
absolute music evoke in us gana rasa. Gana rasa supercedes all the 
nava rasas. A composition may be set in any raga which is a charac- 
teristic of portraying certain well defined rasas but If that particular 
composition is clothed in music of a very high order it is not that 
particular rasa bhava captivates but the charming musical setting. It 
is this pleasant experience that is conveniently reckoned as gana rasa. 
It could be explained in a very simple manner. Suppose v/e listen to 
the Navavarana krtis of DIksitar in Rhiri, Ghanta and Punnagavarali, it 

is not the soka rasa or the degrees of soka rasa so characteristic of 
these ragas that comes up but the overwhelming music part of It. And 



8 



this kit is of DTksitar and Tyagaraja and classical ragamallkas 

predominantly evoke gana rasa, But it should not be mistaken for a 
moment that compositions lack some part their merit In so far as their 
sahitya aspect is concerned. They may no doubt have a sahitya with 
lofty thoughts enshrined in it. 

The Divyanama and Utsavasampradaya of Tyagaraja, 
ManasTkapuja KTrtanas of Vina Kuppayya, . ^rngara sankTrtanas of 

Annamacarya, kTrtans of Bhadracala Ramadasa, and Devaranamas of 
Purandara dasa, not to speak of Jayadeva, all these are primarily 
compositions belonging to applied music alone wherein sahitya Is the 

chief faster and ths music is only the vehicle to carry the sahitya. 

Another important classification of musical forms is - 

(a) musical forms belonging to kaiplta sangTta. 

(b) musical forms belonging to manodharma sangla. 

In the former, there is performance of melodic structures which 
have already been shaped while In the fatter the shaping takes place 
during the performance. 61am, Jatlsvaram, krtl, Tillana etc., belong to 

kaiplta sangla while SfSpana, Tanam, Nevaral etc., belong to manod- 
harma. The forms belonging to kaiplta will be taken up first. 

1 GTTA 

t GTta is a musical formbelonging to the sphere of Kalpita sanglta. 
Further gTta is primarily a composition of the abhya*sagana group. 
Abhyasagana comprises the various grades of svara ranging from the 
simplest sarali varisa io the eltta tana, gTtas, svarjatls and tana-varna. 

The compositions of the abhyasagana group serve a definite purpose. 
They aid to the development of the different faculties of srutl, svara 
and iaya jnana in a music student after he or she has had sufficient 
training in varying grades or svara exercises. 

These svara exercises are to be practised or rendered in two 
ways, both as solfeggio and in the form of vowel extensions. By 
practising these exercises' in the form of solfa syllables, the-voice gets 
the capacity of giving expression to the svarasthanas and their sub- 
tleties, in crystal purity even in quick succession. The practise of the 
svara exercises in the form of vowel extension develops the capacity 
of the voice to produce "akara- ikara" passages or vowel oxetensions 
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with proper intonations. These vowel exetensions are to be found in 
profusion In varying degrees in ail musical compositions ranging from 
the simplest gHa to the most laborious krtis to be learnt hereafter. 

When a student comes to learn glta, he Is expected to have 
attained a normal degree of the faculties of sruti, svara and iaya Jfiana. 
His or her voice Is In a position to produce the svarasthanas somewhat 
clearly and purely and further his or her voice Is in a position to give 
the expressions contained in the proper intonation, chastity and yxty • 
GTta \s simplest of melodic structures. It is the first composition, 
wherein the music student is introduced to a new element named, 
Sahitya aksara. Hitherto the music student has known eitherthe svaras 

or the same .thing being rendered in the form of vowe! extensions. For 
him the matu was not known to be In the form of sahitya aksaras or 

spoken words. 

The term glta originally meant meiodic forms in general. Later 
the term gTta cam© to signify a type of composition in particular. 

Glta is the first composition which introuduces a new element 
'matu 'in the form of sahitya aksaras to a student. Dhatu, Matu -and Tala 

are therefore the barest minimum requirements for a glta. Qla is the 
first regular composition of music to be learn? by a student, a regular 
musical composition in the sense that every glta has got a definite raga 
and tala specified by the composer himself. Even in the first glta a 
student Is made familiar with an altogether different type of a scale or 
raga other than the full heptatonic scale. 

A glta offers a miniature presentation of the raga In which it Is 
composed, a limited portrayal of the raga . The gltas in a concise form 
have ail the important characterstics of raga . Only a limited range of 
the raga is given in a glta. Common place and ordinary saficaras alone 
figure in glta. No Intricate and terse saftcaras are to be found. 

The glta is generally a composition without any damarcation 
into different sections. The first gTta beginning with the words "J>rT 
Gananatha slndhuravarna" offers an interesting study. "Lambodara 

iakumikara amba suta amaravinuta" is repeated at the end of every 
section and sounds something like a pallavl and "SVT Gananatha", 
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"Siddha carana", "Sakala Vidya" resemble three different caranas, but 
a!! of which being sung to the same dhatu or musical setting. 

The gTta "Kunda gaura" has got three kandikas, "Keraya rifranu" 
two and "Padurnanfbha" two khandikas. But the different sections 

have gota common dhatu. It is not unusual in a gTta to conclude it with 
the repeated rendering of the portioji of the dhatu, already sung either 
wholly or with slight alterations In sahitya. "Mandara da rare" in 
kambhoji, ad I tala , offers an instanco of the gTta which is concluded 
with a repetition of the dhatu already sung and in this stage the sahitya 
remains same. The gTta "Analekara" in duddha-saverl and 
"kamaiajadala" in Kalyani, both in Triputa tala , offer instances of gTtas 

wh&roin they are concluded with, a repeated rendering of a portion of 
a dhatu already sung. In these two cases the sahitya is slightly altered, 
here and there, especially In "Analekara", Sn addition there is an extra 
passage introduced which acts something like a bridge and connect- 
ing link between the dhatu rendered first and repeated rendering of 
the same. The normal construction .-of a glia ls In Aticitratama marga. 
Aticitratama marga is a case of musical construction where Sn the time 
progression of the song, each tala count takes only one sub unit (one 
. svara) and this relates entirety to the fundamental speed or tempo in 
which the song is composed. ; : 

Generally, In a gTta, the dhatu is- composed of a profusion of 
hr&ava svaras. Dirgha svaras occur here and there. Usually in gTta, for 
every svara letter of the dhatu there Is a corresponding sahitya aksara 

in the matu . 

It also happens that in some places wo come across what is 
known as vowel extensions. In the very opening of the first gTta, the 
words "3rT Gananatha", in Malahari, wo find a case of such vcwel 
extension. In the above case there arc m p d s s r six svara 

JsrT . ga na na tha 
letters in the dhatu whereas there are only five letters in the matu . So 
the sahitya aksara "Sri" is sung to the two svaras ma and pa in the dhatu. 

Rather the latter,"!" i.e., vowel contained in the aksara '£>rT is 

lengthened or extended to the note pa also. To indicate such vowel 
extensions it is conventional to put one dot or as many dots as are 
required accordingly as the vowel extensions is short or long. 



11 



Normally In gTtas vowel extensions are rather short. "Mandara dara" In 
Kambhoji raga , aditala furnishes a splendid instance of a gla con- 
taining vowel extensions to the range of two full avartas. 

The sahitya or the text of a gTta \§ somewhat brief and simple. 
It is not an elaborate texture. The slhityas are as such In praise of some 
deity or other, a simple outlay of bhakti or somewhat of an Invocation 
ot description tit some aspects oV the deity. There are also gTtas 
composed by some vaggeyakaras, the sahityas of which are in praise 
of a particular luminary or some musical preceptor. 

. In the sahitya of some glias wo find certain curious and inter- 
esting letters of aksaras, and these aksaras are referred to as Matrka 

padas. These are to be found in gilas like "Ro ro SVT Ramacandra" in 
Rrabhi, Triputa, "MThaksT jayakamaksi" In SrTraga , Dhruva tala . They 
arc also known as gTta-alankara padas. 

GTtas arc found, in Sanskrit, Telugu and Kannada. The latest 
innovation has been Tamil gftas. The AnnamsSal University has brought 
out a volume of gTtas and varnas In tamll composed by the Professors 

and lecturers of the music department. We come across a curious 
language called, 'Bnandira bhasa* a slight varied form of Sanskrit. 
Certain famous si okas have been taken to form the text of some gHas 
for example. "SVT Ramacandra" in Bhairavi. 

GTtas fall under two main heads, Laksya and Laksana. Former 

is also known as sancari or Samanya or Sadharana gTta. All the laksanas 

ensumerated above hold . good for a laksya gTta. The laksana gTta 

almost is a similar composition having all the charateristics intact 
except for the one major difference consisting in the fact that the 
sahitya of a laksana gTta gives in bold relief the details of the laksanas 

or characteristics of the raga in which the gTta is composed. Though 
the laksana gTtas composed in janya ragas do not admit of any 

sections similar to laksana gTta, the laksana gTtas composed in janaka 

ragas particularly the Rangaiiga- raga-laksana gTtas of 

SangTta Sampradaya Pradasini, have got their distinctive sections. 

_ _ _v i 
■ A janaka raga or Raganga raga laksana gTta has got the three 

sections namely, 1. Sutra khanda 2. Upaiiga khanda 3. Bhasanga 
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khanda . Of these the Sutra khanda mentions the svaras taken by the 
janaka raga in the form of svara mnemonics or svara sanketaksaras. 
It also gives reference to the neme of the cakra and also the mela 
mnemonic. The initial sahitya letters of each in the Sutra khanda gives 

due to the svara nomenclature taken by the said janaka raga , e.g., 
Ravlkqtltoja in Mayamalavagaula. The upahga and bhasanga ragas 

respectively derived from the concerned janaka raga or mela raga are 
mentioned. 

The laksana glta of a'janya raga may have only two sections. 
The laksana gTta Is also In aticitratama marga. It Is more developed 

than laksya glta. The use of laksana gTta Is that we got to know the 

ragas that existed In that ag© and nature of these ragas and whether 
they have changed or not. 

Laksya and laksana glas have been composed not only in the 

common and major ragas but also in apurva and minor ragas like 
"Gaulipantu" etc. 

2. JATISVARA 

It is musical composition very much like the svarajati in point of 
musical structure but has no sahitya and the piece is sung with soifa 
syllables. It is purely a composition belonging to the realm of dance 
music. Jatisvara compositions are moulded on the patterns of jati 
passages. ; 

In some jatisvaras the muktayi svaras consist of half avarta 
svaras and half avarta Jatis. Ponnayya, Vadivolu, S'ivanandam have 

composed jatisvaras of this type. This solfeglo composition is also 
khpwn as Svara pallavl. 

These are jatisvaras where the pallavi and anupallavl are sung 
to jatis, the caranas are sung to a mixture of svaras and jatis. "Tari 

Jumtaka" in Athana raga , Adi tala is a good example. Jatisvaras of 
this type are sometimes called "Sabda Pallavis". 

There are also ragamaiika jatisvaras. For example., Svatl 
Tirunal's "sa......ni sa rl sa" is a good composition of this type. 
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Svarajatis and Jatisvaras may be composed in cauka kala or 
madhyamakala. In the svarajati the aim of the composeris to picturise 
the ragas in all its brilliant colour. But the jatisvara Is moulded on the 
background of jati patterns. 

Since the phrases of jatis are stringed into a musical sequence, 
the jatisvara is of interest from the musical point of view. The name 
svarajati was given to that form because a passage of jatl originally 
formed an intergral part of the composition. The HusenI svarajati Is a 

well known form conforming to this type. 

i 

3. SVARAJATI 

Svarajatis are compositions of a peculiar type which are learnt 
after the gita. It occupies a middle position in between a gjta and a 
varna in the grade of compositions belonging to abyasagana and it is 

rightly also. Svarajatis are neither so simple structures like glas nor 
as elaborate and complicated structures like the varnas. It forms the 

stepping stone to learn the most important composition of the ab- 
hyasagana group namely the varna in point of musical structure, 

rhythmic structure and the speed of execution (tempo"). They 
resembled more or less, the tana-varnas. Medium tempo or Mad- 
hyamakala is tempo for svarajati. But the svarajatis of S'yama ^astri 
which are reaily the masterly compositions of the great composer, 
have been set entirely on a different footing. They are not compositions 
in medium tempo but are in elaborately drawn out slow tempo. 

Citratama marga is perhaps the characteristic marga of a 
svarajati. Citaratama is a case of musical construction where during 
the progress of the tala , each tala count comprises two hrasva 
aksaras in the norma! basic or fundamental tempo of the composition 

concerned. 

A svarajati consists of pallavi, anupallavi and caranas.the 
caranas being set in different dhatus. Sometimes anupallavi is dis- 
pensed with. Syarna Sastri's svarajatis arc of euch type. The theme 
of the sahitya of the svarajati may be either devotional of heroic or 
amorous. It may be an invocation to some deity or may relate to the 
glorious and valorous deeds of some hero. The svarajati originated as 
a danco form with jatis. "Emayaladi" in the Huseni raga is a good 
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example. The anupallavl hero In, Is concluded with a svarasahitya Jati, 
I.e., with a solfa passage and an appropriate sahitya and jati. sVama 
J>astri eliminated the jati element, and moulded the svarajati, into more 
of a musical form. 

Svarajatls of SVama 3astrl are brilliant compositions and are 
now established as concert pieces. 

Composers of svarajati: 

SvatlTlrunal 
{sobhanadri 

Valajapet Krsnasvatmi Bhagavatar 
Clnni Krishna Dasa 
{>yama Sastri 

4. VARNA 

Varnas are of two kinds, (a) Tana Varna (b) Pada Varna. 

A) TANA VARNA 

It Is the last type of musical form belonging to the technical 
group of compositions of abhyasagana. it has got its unique place in 
the field of musical compositions. It plays a dominant role In moulding 
the musical character of a person. In other words the tana varna 

furnishes the best possible aid and also the ultimate aid to the full 
development of the various musical faculties like sruti, svara, raga and 
layajnanam on the part of a true pupil of music. 

The nature of the tana varna is such that It Improves the musical 

potency of pupil in music In diverse ways. The tana varna has got 

ample svara passages, normally a few words or aksaras In the sahitya 

interspersed with profuse vowel extensions. So tana varna helps to 

attain perfection in singing or playing the svaras clearly in different 
degrees of speed. The vowel extpnsions in the midst of sahitya aksaras 

is of immense help to a student in developing the capacity of his voice 
to give expressions to sahitya aksaras clearly. The voice culture is 

developed In the practice of tana varna. It is the first type of composi- 
tion In the sabhagana. It helps in learning of simple krtis by the 
students. The reason for the consideration of tana varna as the first of 
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sabhagana group of compositions are many. As a composition of the 
sabhagana group it gives a musician capacity to render any classical 
place in all perfection, stylishness, embellishment and grace: Since 
the advent of modern kacceri paddhati the practice of starting a 
concert with rendering of tana varna either In simple madhyama kala 
or the same in two degrees of speed. Tana Is one of the branches of 
manodharma sanglla (Ragam, tanam and pallavl). It is nothing but a 
pleasant construction of svara prastara tanas. The next term varna is 

explained as a mode of rendering the svaras as it is based on the four 
fold process of sthayT, arohX avarohl, and sancarl 

Tana means singing madhyamakala which is one of the impor- 
tant branches of manodharma sahgTta. The same means rendering the 
raga alapana itself in somewhat a varied form employing a set of 
wordo 'Ta nam, tam, nom, etc.. This mode of rendering raga alapana 
set in madhyamakala Is abstract and means simply a kala or tempo 
which is neither too fast nor too slow. The relative concept Is to bo had 
in the relative difference between the basic tempo and the other 
progressive tempos. To be mere simple it may be stated that In the 
relative scheme of the three degrees of speed namely prathama. 
dvitTya, and trtTya kala. the dviflya kala is madhyamakala in relation to 

prathama kala. And the trtiyakala is madhyamakala in relation to 

dvlflyakala. Just as the tana has also come to be known as mad- 
hyamakala by virtue of the madhyamakala being Its characteristic 
tempo, in the same way the tana varna gets Its name by virtue of the 
composition being rendered in madhyamakala or medium tempo. 

The tana varna apart from it being a pre-eminent compostion of 

the abhyasagana Group, constitutes the most important composition 
in the sabhagana group also. It is the first and the foremost composi- 
tion in ths sabhagana group. The advent of the modern "kacceri 
paddhati" brought all importance to this composition. It has been 
customary to start the concert with the rendering of a tana varna in 

either simple madhyamakala or in two degrees of speed. Though the 
evolution of modern concert may be dated as late as the middle of 
19th century A.D. The tana varna is definitely an earlier composition. 
Even in the medieval prabandhas mention is made of one varna 
prabanda and its varieties. The tana as it exhibits today owes its 
perfection in the hands of "Tana varna Margadars? by the name of 
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Pacclmlriyam Ediyappayya (1718- 1784 A.D.) who also perfected the 
different branches of manodharma sanglta and gave a new impetus. 
From the time of Pacclmlriyam Adiappayya onwards tanavarna came 

to be composed in profusion. In 19th century, especially In the later 
half witnessed an array of composers of tana varna. It is only a matter 

of following or adopting a definitely different policy that the two 
composers Tyagaraja and Muttusvami Diksitar never composed tana 

varnas though £>yama dastri is believed to have composed one or two 

pre-eminent compositions of this type. The direction of approch was 
towards the perfection of the krtt with-all its added technical beauties 

in the case of Tyagaraja and Diksitar. 

We may ask why tana varna should bo sung at the commence- 
ment of a concert? The tana varna as already noticed, has got a 

bllskness about its construction since it is said and should normally 
be sung In medium tempo or in madhyamakala. The first and foremost 
purpose of a musician sitting for a concert is to create the requisite 
musical atmosphere. That is, he must get into form and reach every 
quarter of the audience. The audience too will get ready and be alert 
to receive anything coming from the performer. The creation of musi- 
cal atmosphere is purely a psychological phenomenon, both the 
audience and the performer contribute to this factor. Whatever it is, 
there is a general supposition and also a practical experience of the 
fact that the singing of a tana varna goes a long way towards the 

contribution of creating this musical atmosphere probably for this 
purpose to be served. It is seen as a common featuro that tana varnas 

are composed in ragas with mostly tTvra svaras and ragas of definitely 
a scholarly and majestic nature and ragas as admitting of a medium 
tempo. The raga chosen for the composition of tana varnas naturally 

allow themselves for fairly elaborated treatment. Further they shine 
predominantly well, while singing them in medium tempo or mad- 
hyamakala. Hence such ragas yield themselves to "tana". 

By singing tana varna at the beginning of a concert a musician 
gets into from. The parvanga part of the varna consists more of 
"sahitya" and the uttaranga part of the varna consists more of solfa 
passages. By taking the tana varna in two degrees of speed or in a 
simple madhyamakala the musician knows for himself the exact 
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condition of his voice that day. He realises the easeness, or otherwise, 
with which his voice Is able to produce all the vowel extensions in all 
clarity and precision in a quick succession. If a musician feels uneasy 
to render vowel extensions, he safely avoids laying emphasis on the 
raga alapana part in his concert and adjusts his programme accord- 
ingly. If on the other hand he finds somewhat a physical uneasiness 
on his part to give quick succession of svara combinations clearly and 
sparkllngly, then also the musician can avoid too much of kalpana 
svara singing and engage more time in raga alapana singing and 
compositions. Thus by singing a tana varna at the beglning of a conert 
the musician judges for himself the two fold capacity of the voice - (1) 
the flexibility of his voice to produce vowel extensions In quick suc- 
cession (2) the ease with which his voice is abole to produce quick 
succession of svaras and thus the singing of the tana varna puts a 

good confidence in the performer and helps him to frame his concert 
programmes accordingly. 

The characteristic features of tana varna. 

Dhatu : A tana varna is an elaborate melody replete with 
raga bhava. A varna contains not only tho raga ranjaka combinations 
but also the vlsesa sancaras that a raga admits of. The paucity of the 

words and consequent profusion of vowel extensions in the sahitya as 
also their even distribution, form the characteristic feature of a tana 
varna. Tana varna is composition where in dhatu predominates. 

Though there is a balance maintained between piirvanga and 
uttaranga only so far as their length is concerned. Such a balance is 
net to bo found In the matter of the sahitya and the solfa part in the 
sphere of absolute music. The standard text for a tana varna lies more 

on its musical setting, construction and weaving of the svara patterns 
In the tana styles. After ail the sahitya is much limited in its scope. 

The ettugada svara passages In a varna served as models for 
the development of kalpana svaras. The sahitya of varna belongs to 
either devotion or sVngara or it may be in praise of a patron. 

The constituent angas of a varna : 

The varna consists of two major sections or divisions known as 
Purvangao and Uttarangas. The purvanga comprises of pallavi, 
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Pacclmiriyam fldlyappayya (1710- 1704 A.D.) who also perfected the 
different branches of manodharma sangTta and gave a new Impetus. 
From the time of Pacclmiriyam Adlappayya onwards tanavarna came 

to be composed in profusion. In 19th century, especially In the later 
half witnessed an array of composers of tana varna. It is only a matter 

of following or adopting a definitely different policy that the two 
composers Tyagaraja and Muttusvaml Cflksltar never composed tana 

varnas though ^yarna J^astrl is believed to have composed one or two 

pre-eminent compositions of this type. The direction of approch was 
towards the perfection of the krti with ail Its added technical beauties 

in the case of Tyagaraja and DIksitar. 

We may ask why tana varna should bo sung at tho commence- 
ment of a concert? The tana varna as already noticed, has got a 

briskness about its construction since It is said and should normally 
be sung In medium tempo or in madhyamakaia. The first and foremost 
purpose of a musician sitting for a concert is to create the requisite 
musical atmosphere. That is, he must get into form and reach every 
quarter of the audience. The audience too will get ready and bo alert 
to receive anything coming from the performer. The creation of musi- 
cal atmosphere is purely a psychological phenomenon, both the 
audience and the performer contribute to this factor. Whatever it is, 
there Is a general supposition and also a practical experience of the 
fact that the singing of a tana varna goes a long way towards the 

contribution of creating this musical atmosphere probably for this 
purpose to be served. It is seen as a common feature that tana varnas 

are composed in ragas with mostly tTvra svaras and ragas of definitely 
a scholarly and majestic nature and ragas as admitting of a medium 
tempo. The raga chosen for the composition of tana varnas naturally 

allow themselves for fairly elaborated treatment. Further they shine 
predominantly well, while singing them in medium tempo or mad- 
hyamakaia. Hence such ragas yield themselves to "tana". 

By singing tana varna at the beginning of a concert a musician 
gets into from. Tho parvanga part of the varna consists more of 
"sahitya" and the uttaranga part of the varna consists more of solfa 
passages. By taking the tana varna in two degrees of speed or in a 
simple madhyamakaia the musician knows for himself the exact 
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condition of his voice that day. He realises the easeness, or otherwise, 
with which his voice is able to produce all the vowel extensions in all 
clarity and precision in a quick succession. If a musician feels uneasy 
to render vowel extensions, he safely avoids laying emphasis on the 
raga alapana part in his concert and adjusts his programme accord- 
ingly. If ori the other hand he finds somewhat a physical uneasiness 
on his part to give quick succession of svara combinations clearly and 
sparklingly, then also the musician can avoid too much of kalpana 
svara singing and engage more time in raga alapana singing and 
compositions. Thus by singing a tana varna at the begining of a conert 

the musician judges for himself the two fold capacity of the voice - (1 ) 
the flexibility of his voice to produce vowel extensions in quick suc- 
cession (2) the ease with which his voice is abole to produce quick 
succession of svaras and thus the singing of the tana varna puts a 

good confidence in the performer and helps him to frame his concert 
programmes accordingly. 

The characteristic features of tana varna. 

Dhatu : A tana varna is an elaborate melody replete with 
raga bhava. A varna contains not only the raga ranjaka combinations 
but aiuo the visesa eaficaras that a raga admits of. The paucity of the 

words and consequent profusion of vowel extensions in the sahitya as 
also their oven distribution, form the characteristic feature of a tana 
varna. Tana varna is composition where in dhatu predominates. 

Though there is a balance maintained between purvanga and 
uttaranga only so far as their length is concerned. Such a balance is 
not to bo found in the matter of the sahitya and the solfa part in the 
sphere of absolute music. The standard text for a tana varna lies more 

on its musical setting, construction and weaving of the svara patterns 
in the tana styles. After all the sahitya is much limited in its scope. 

The ettugada svara passages In a varna served as models for 
the development of kalpana svaras. The sahitya of varna belongs to 
either devotion or Angara or it may be in praise of a patron. 

The constituent angas of a varna : 

The varna consists of two major sections or divisions known as 
Plirvangai and Uttaraiigas. The purvanga comprises of pallavi, 
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anupallavi and muktayisvara. The uttarariga consists of ettugada pal- 

lavT which is also knows as upa-pa!lavTor cittapallavT. This ettugada 

pallavT is followed by a set of four or five or sometimes even six 
passages of svaras known as ettugada svaras. There is a fair balance 

between the length of these tv/o major sections. 

The approximate duration or length of the different constituent 
angas of varna :■ 

The pallavT of a tana varna in all cases is of the length of two 

avartas irrespective of the tala in which it is composed. Some caukka 

varnas are on a different footing from both the tana varna and the pada 

varna. Such caukka varnas may have a longer pallavT. The pada varnas 

normally have a pailavTof a length of four avartas especially if they are 
set in shorter avartas or time measures, it Is usual for a tana varna to 

have a anupallavi" of the duration of two avartas. But in some cases, 
the anupallavi extends to four avartas also, e.g., Inta calamu - in 
Begada raga by VTna Kuppayya;, 

! n some Ata tela vr.rnas also wo find anupailavTs to the length of 
four avartas. Normally or generally the varnas of Subbarama Dfkslter 
orBaiusvami Dlksiiar also furnish instances. The famous BBahari raga, 
Ata tain varna by Sont! Vonkatasubbayya has an an u pallavT of the 
length of four avartas. 

The length of the muktayisvaras is two avartas or even four in 
tho case of adi tala varnas. only two in the case of ata tala varnas. But 

more than four, say, eight or even sixteen avartas occur in the case of 
varnas in short timo measures like rupaka tala. So tho approximate 

length of the parvanga of a tana varna runs over a total number of six 

to ten or twelve avartas. 

The uttaranga part of a varna has in the beginning ettugada 
pallavT also knows as upa-pal!avl 

The ettugada pallavTis a simple weaving of sahitya of about the 
length of one avarta (normally) and rarely two. A varna has got only 
one ettugada sahitya may exceed two avartas or even the length of 
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four avartas. Not only that, In some pada varnas of Subbarama 

DTkshitar, there Is more than one ettugada pallavT There are four 

ettugada pallavTs In the padavarna of Subbarama DTksitar In "khamas" 

raga in rupaka tala (set In Dvlkala Cauka) beginning with the words, 
"Entanlne telipudura". 

The ettugada pallavTis so called because It Is analogous to the 

pallavT by virtue of Its being repeated at the conclusion of each and 
every ettugada svara. The ettugada pallavT, La, the sahitya contained 

in the ettugada pallavTis sometimes supplemented by what is called 

the "Anubandha" which Is cung after singing the last ettugada svara. 

The famous Bhairavi Varna, "Virlbonl", has such an anubandha which 

is published in tho SangTta Sampradaya Pradarsinl. The ettugada 

pallavTis followed by the sets of ettugada svara passages. There are 

noticeable features in every one of them and a well graded sequence 
of intricate patterns is to be seen in the series of ettugada svaras. 

Tho first svara passage is characterised by a profusion of dTrgha 
cvar;'.o and is usually of tho length of one avarta and sometimes even 
two. 

e.g. Sarasija mukhiro -Srabhi -Adi 

Tho socond passage of svaras is a mixture of dTrgha and hrasva 
. svaras. This Is also usually of the length of one avarta and sometimes 

two e.g. 

Kednragaula - Samidaya 
Arabhi, - Sarasijamukhiro 

Begada - Inta Calamu 

Tho first and the second ettugada svaras are apparently metri- 
cal- in. character. 

The third ettugada svara passage Is a typical one. It consists 

exclusively of hrasva svaras. \ There is no time interval allowed in 
between the component phrases constituting the svara passage. This 
third passage is called "sarva laghu" svara. This svara passage is of 
the length of one. two or four avartas. It is very rare, that we have 
one avarta. 

"*s> 
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e.g. Abhogl - Evarlbodhana 
Hamsadhvanl - pagavarl 
And in two avartas e.g. sarva laghu svara. 
Samidaya - Kedaragaula 

Inta Calamu - Begada 
Jalajaksa - Hamsadhvani 

In the tala varnas in ragas, like kalyani, Jjankarabharanam aditala, 
there are no sarva laghu svaras 

in ata tala varnas sarva laghu svara passage of ideal type are not 
to be found. In certain varnas we have got a very near approach to the 

sarva laghu svara pattern with the occurence of a few dTrgha svaras, 
scattered hero and there, e.g. the third ettugada svara passage in the 

adi-tala varna "Vanajaksi" in Kalyani. 

The svc!?. passages through not stricliy speaking of the sarva 
laghu tyoo present brilliantly models inculcating a sarva laghu atmos- 
phere. 

It is practically the case with a few well known adi tala varnas 
net to have ideal ettugada i\nra passages in them. The subsequent 
ettugada svaras fourth una i«th or even sometimes tho sixth present 

no specific patterns excepting forthe gradual increase of complica- 
tion and difficulty in the succeeding ones. But the last passage, 
either the 4th cr the 5th or oven the 6th as the case may bo present 
a slightly different and a decisive pattern in compansion with 
precesding ones. 

The last ettugada svara passage rr.r.y extend normally to two 

avartas or even four avartas. Rarely it is of the lenglh of three avartas. 
e.g. 

Sarasijianabha - Kambohi - Ata - Vadiveu / Svati Tirunal 

It may be said here that sometimes even one of the middle 
ettugada svara passage is of the length of three avartas. 

Sarasija mukhiro - Arabhi - Adi 



I .vim ii liuj order uf llio otlugacfa svaras of a varna is 
< lmii(|tx.l and given It Is quite possible to rearrange them In the order 
ImioikIimI by the composer. Even in the case of ettugada svaras of an 
oqiial number of avartas, it is possible to say which precedes which, 
taking Into consideration the manner of development of the passages. 
I: ven in the case of a varna where no sarva laghu svara is found it is 
definitely possible to fix in its rank the svara passage, taking into 
consideration the closely approaching style of sarva laghu of any one 
of the passage given. 

Barring the Pancaratna "Sadincane" in Arabhi, the varna is the 

only composition containing an upa- pallavT. 

Of the three margas nameiy, Citratara, Citratama, Aticitratama, 
Hit; tirst mentioned has been found to be the most suitable type of 
construction for a varna. This citratama marga in certain time 
measures like adi, khanda jati- triputa, misra triputa, mlsra-jampa and 
khanda atatalas has given an admirable elasticity and flexibility for 
weaving tana patterns in their characteristic medium tempo. Hence 
the ccllosal profusion of tana varnas in the above time measures. 
Further as has been explained previously regas of a certain .definite 
and well defined nature alone have been suitable for the composition 
of tana varnas. 

(a) Ragas shining predominantly well in the performance of tana or 
madhyamakala. 

(b) Ragas allowing an ample scope for a major treatment not only 
in alapana but also in compositions. ' 

(c) Ragas of a scholarly and majestic nature. 

(d) Ragas which posses more tivra svaras. 

The eduppu or graha or the starting point of tana varna in the 
tala averts, is invariably Sama graha in the aditala, while in ata tala 
(khanda jati) varnas it is usual to start on the third aksara of the tala. 
Even here the ettugada svara passages have only sama graha, still 
exceptions are there. The famous "Viriboni" varna in Bhairavai has got 
its ettugada svara passages commencing in atTta graha, that Is, even 
before the commencement of the talaavarta proper or in other words, 
after the lapse of 1 3 Vz aksaras in the previous avarta of the tala. 
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The ad! tala varna in Mohana raga by Karvetnagar Govindas- 

vamayya, starts on the second aksara of the tala. 
Prominent Composers of Tana vama 

Paccimlriyam Adiyappala 
Sonti Venkatasubbayya 

3yama {jastrT 
VTna Kuppayyar 
Pallavi Gopallayyar 
" Svati Tiruna] , 

Manambucavadi Venkatasubbayya 
Kottavasal Venkataramayyar 
Pararhesvara Bhagavatar 
Annasvami J>astrl 
Tiruvarur Ayyasvaml Nattuvanar 

Patnam Subrahmanya Ayyar 

Ramnathapuram sVTnivasa Ayyangar 
Tiruvorriyur Tyagayyar 

Rudrapatnam Venkataramayyar 
Kunrakkudl Krsnayyar 
Fiddle Ponnusvaml 
Karur Daksinamurti 5>astrl. 

B) PAD A VARNA 

As contrasted with tana-varna this has a predominantly slow 

movement. The presence of sahitya is there entirely, from the begin- 
ning to the end. It is rarely devotional in character. It Is also called 
caukka varna. It must be noted hero that some people bring about a 
slig ht and negligibl e difference between caukka varna and pada-varna. 
Pada varnas are mainly heard in dance concerts. The entire composi- 
tion has sahitya. The music is somewhat In the slow tempo. This slow 
movement is intended to give full scope to (1) convey the bhavas laid 
down in sahitya. (2) interpret the slofa part by means of tala-jatls, 
adavujatis. The first thing is conclusive to the abhlnaya part and the 

latter is conclusive to the nrtya part. Because of Its affinity, both In 
point of tempo and theme of sahitya, this composition is called 
padavarna. Further it is based on the model of the composition known 

as varna, at least In external form, In that the Pada varna also has a 
pallavT, anupallavT, muktayi svara comprising the purvahga and 
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ettugada pallavT followed by ettugada varnas comprising the 
i ittorahga. The principle of varna is common to both these for portray- 
ing the varna by means of various permutation and combination of 
svara groups or svara varnas. In the case of a tana varna the execu- 
tion of svara group pattern is carried on in the medium tempo where 
os in the pada varna the same thing is done in the slow tempo. 

The term pada in music has connected different entities 
in different periods of musical history. During Purandara Dasa's days 
the term pada was simply a composition of purely sacred or devotional 
character. An explicit and open treatment of bhakti formed the theme 
In such a composition. It Is in this sense that the compositions of 
Purandara Dasa and other Karnataka composers are termed Dasara 

P ad a gal u. The same term pada came to have a different meaning In 
the 1 7th cent. The pada In 1 7th century was difinitely a composition 
embodying the theme of its sahitya as Nayaka- Nayaki-bhava which is 
also a treatment of the bhakti but not in an open way but somewhat in 
an Indirect or Implied way by bringing the characters Nayaka, Nayaki 
and Sakhi. The 17th century pada with the sahitya of above mentioned 
character was set in the caukka kala or vilamba kala which became its 
characteristic tempo. Ksetrajna composed such type of compositions 

in profusion and lie Is now reckoned as the master composer of padas. 
The pada composition got its impetus in the hands of Ksetrajna. Now 

resembling a pada, the pada varna also has its sahitya in the nayaka 

- nayaki bhava and treats of snigara rasa predominanty. But Is Is not 
uncommon to come across a number of pada varnas, the sahitya of 

which deal with great patrons of arts, and Maharajas. Subbarama 
Diksitar has composed many such pada varnas. Probably the 

prabcindha nayaka is made to partake the character of Nayaki. 

S oiv.Q padavarnas have more than one ettugada svaras e.g., the 
pada varna beginning with the words "Entaninne telipudura" in 
Khamas, Rupaka tala has got four ettugada pallavTs. 

Thanjavur Quartette, Subbarama Diksitar, Karvetinagar 
Govinda Svamayya, are prominent among the composers of pada 

varna. 



Lesson No.2 
MUSICAL FORM (Contd...) 

1 & 2 KRTI & KIRTANA 

Of all the musical compositions available in Karnataka music 
krtis form a big bulk of them. The vaggeyekaras in general took a great 

delight in composing krtis. The composers of tana varnas, pada varnas, 

padas, ragamalikas, tillanas 1 and javalis are a few in number while the 
composers of krtis are many. Tana varna or a pada varna or a 
ragamalika or javali ortillana have not lost sight of the krti composition. 

The one striking reason behind this Is perhaps to be attributed to the 
newness of rules and regulations that were binding upon the 
composerduring the composition of a krti is the delineation of the raga 

bhava in all its varied richness and colours. Further there is a variety 
and beauty available about the composition of krti. 

The tana varna is a set model. All the tana varnas look alike 

definitely at the exterior, in the interior too, to a certain extent. It looks 
a stereotyped composition. The pada of course offers a different 
model. The sahitya of padas offers an interesting study in so for as it 
takes one into the detailed and subtle manifestation of nayaka nayaki 
bhava which in an enlighting and interesting theme. But so far as the 
tempo of the composition goes all padas stand on the same footing. 
Like the tana varna the ragamalika also is a set type of compostition 

with almost the same exterior between one ragamalika and the other. 
The tillanas and javalis are compositions of a lighter nature. They 
cannot be dealt on parwith a krti composition. Nov/ the krti is a flexible 

typo of composition. It bends itself for any tempo or kalapramana and 
so far as the availability of the ragas for the composition of krtis is 

concerned there is a wide range possible, for krtis are art Musical 

forms. 

They are pure musical formas also. While listening to a krti one 

experiences only. the musical setting in which the text or libretto is 
couched, one does not lose any part of the enjoyment when the krti 
is heard either sung or played. The musical appreciation of a krti 

supercedes tho fooling of any rasanubhava. Any rasa or phase ol a 
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rasa can be effectively portrayed through a krti. That music is the 
language of pure sound can well be asserted by listening to a krti. 

In a krti the sahitya does not after all help us much to feel the 
rasa bhava The pure music of It Itself goes a long way In assessing 
the emotional Impact of the raga in which the krti is composed. There 
Is a curious experience of the feeling of gana rasa in a krti. Gana rasa 
In unique by itself. It is something beyond the common feeling_of a 
particular rasa associated with that raga. A raga like Punnagavarali or 
Nadanamakriya is of course capable of evoking primarily soka rasa. 
But when a classical krti is being listened to either in Punnagavarali 
or Nadanamakriya it is not that 3oka rasa that wo enjoy but the gana 
msa Similarly Bilahari is a well known raga eminently suitable for 
portraying feelings of joy and eclat. But while listening to a 
"Nallvadhara" in Bilahari (of Tyagaraja) one is not capitvated by the 
rusa fooling but the bright and lighting beauty of the melodic richness 
put through the Bilahari raga. Kritis are in general in bhakthi rasa. 

Not many instances would be available in krtis with Angara 
theme Tyagaraja has given us a correct load so far as the rasabhava 
of a krti Is concerned. He says navarasayuta-krtice in his "sogasuga 
mrdahgatalamu". There is also one more fact about the rasabhava of 
a krti. Either the complete absence of any feeling or bhakthi rasa 
carried to an extreme- point constitutes santa rasa a calm and repose. 
From this point of view the krtis can be conveniently be attained to 

dSnta rasa. 

The minimum angas requied for a krti are pallavT, anupallavi and 
one carana. Some times the carna may be dispensed with. The krti 
may have just a pallavi and anupallavi. the anupallavi itself is called 
"Samasti carana". As a general rule or a convention a prabandha shall 
necessarily have the dhatu corresponding to carana. Any composition 
shall not stop with anupallavi. For this reason perhaps the so called 
anupallavi of the aforesaid typo of composition is knows as Samasti 
carana. Muttusvami Dlksltar has to his credit many krtis of such type. 
But Subbarama Dlksltar a prominent descendent of Dlknitar family 
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never uses the term "samasti carana" in his 
Sahglasampradaypradarsini while recording Muttusvaml DIksltar 
krltis in notation. He puts it only as anupallavi. 

Some krtis have more than one carana. Rarely the number of 
caranas exceeds three. Further in most of the cases the caranas are 
sung to one and the same dhatus. Examples = "Dorakuna" (Bilahari), 
"Darini" (Suddhasaveri),,"Svararaga" (Sahkarabharana). Sometimes 
the different caranas are sung to different dhatus. In such cases the 
number of caranas also exceeds three - "Endukunirdaya" 

(Harikamboji), "SVlraghuvaraprameya" (Kamboji), "Brocevarevare" 
(SrTranjarii), "SVT Raghuvarasugunalaya. One of the striking distinctive 
features, that are so to say attempted to distinguish between a kTrtana 
a krti, rests on the plurality of the caranas being found in kTrtanas of 

different types. 

Some have pallavi, anupallavi and many caranas while in some 

anupallavi is dispensed with. Further the case of a kTrtana having 
pallavi, anupallavi and many caranas all the caranas are sung to one 
and the same dhatu but different to that of the anupallavi. In cases 
when anupallavi is dispensed with, the caranas may have a different 

dhatu in which case they aro dividhatu prabandhas. The caranas may 

also be sung to the same dhatu as that of the pallavi. Such kTrtanas 
aro eka dhatu prabandhas. So the question of eka dhatu and dhvi 
dhatu prabandhas has every reference to only to the musical setting 
of the different sections but not to the sections themselves. 

Now that apart in a krti having two or three caranas all sung to 
the same dhatu, the question would be as to which carana has to be 
selected. If the krti is in madhyamakala and citratara marga, all the 
caranas could be sung. But in a krti set in dvikala cauka and cltara 
marga it will be a little long drawn rendering to sing all the caranas. 
Usually the mudra carana is given first preference as in the case of 
"Darini telusukonti". Some times the mudra carana is given first 
preference as in the case of "Darini tolusukonli". Somo times the 
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mudra carana Is left out and any carana, where there is provision of 
suitable themes for developing nlraval and svarakaipanajs taken and 
sung. The carana commencing with words "Muladharaja" In 
"Svararaga" and "Vekuvajamuna" In 'Koluvamaragada". 

In a krti as against a kTrtana there Is almost a compelled 
necessity of the dhatu of a section not being repeated elsewhere. The 
krtis of Muttusvaml DIksltar stand out as shining examples. 

Tyagaraja too has to his credit many a krti of this type, a few instances 

may be in "Yocana kamala iocana" In Darbar, "Darini telusu" In S*uddha 
saveri, 'Telisl ramacintana" in Purna- candrika. Svati Tlrunal Is also 
another composer who designed his krtis in the aforesaid model. 

There are a few classical krtis of the said type of Patnam 
Subiahmanya Ayyar and Ramanathapuram SrTnivasa Ayyangar e.g., 
"K'ip.idamule" in Bhairavl of Patnam Subramanyayyar. 
"Saragunapalimpa" in Kedaragaula where we find the dhatu not being 
repeated any where, in a good number of krtis of Tyagaraja the latter 
part of the carana Is designed to be sung as anupallavi. Such a 
phenomenon can be attributed to the fact that during a particular 
period of musical composition the dhatu or the musical setting 
subordinated to the sahithya. The different caranas of a kTrtana being 
sung to one and the same dhatu, the dispensing with the anupallavi, 
many kTrtanas modelled after an eka dhatu, prabhanda type are the 
out come of the aforesaid condition of things. 

At this stage it will do well to ponder a while on the so called 
differences between a kirtana and a krti. Really speaking striking at a 

distinguishing line between a kirtana and a krti. is not only a little far 
fetched but also to a great extent unreal and illusive. Just at the 
exterior a few points of difference may be discenible. Having a number 
of caranas and all the caranas being sung to the same dhatu and dhatu 
being subordinated to the sahithya which is again chiefly of a sacred 
character all these are reported to be some of the highlights of 
difforenco between a kTrtana and a krti. The above features are 

particularly to bo noted In a kTrtana. That much may be true and Is 
true. But the coiWorao lo not nocoaearlly and nocossarlly bo true. 
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That the sahitya of a krti should be secular is not be made out any 

where. From out of the voluminous stocks of krtls we have, a good 
number of krtis have sacred and sacred sahithya alone, no doube. So 

the kirtana is primarily a sacred form but a krti is out and out a secular. 

Why the kTrtana is sacred is the question. The kirtan or the mere 
singing is one of the methods effectively employed for attaining the 
eternal bliss to propitiate God. Our elders have set up certain 
distinctive ways and, means, kTrtana, Samarana, SVavana, pradakslna, 

namasksar, etc. are such methods. KTrtana is singing the glories of 
God and thereby invoking His Grace. The purpose of all singing and 
music is only to propitiate God and so a simpio melodic structire with 
a devotional sahithya couched in it with different sections sung to 
different dhatus or not came to be called a kTrtana. Of course it was 
a different type of composition distinct from the rnedieva! prabhanda 
which had its still more rigid rules to be observed. There were the six 
angas, four dhatus and all that for the medieval prabandha which were 
all absent in a kTrtana. The kTrtana is a simple sacred musical form. 

The kTrtana is an applied musical form, it is said. The music 
here in is for a specific purpose, the purpose of carrying the text. The 
music or dhatu is just an aid to enable the sahitya to be sung. The 
music or dhatu in a kTrtana is not an end by itself but a means to an 
end, the end itself being sahityas. The music is much subordinated 
to the sahithya. It is perhaps the musical worth or potency that should 
distinguish a krti from a kTrtana. krtis have high flown music whereas 

the kTrtanas are marked by easy flowing but at the same time catchy 
and captivating music. It is more from the point of view of music or 
dhatu that one can attempt to draw a distinguishing line between a 
krti and a kTrtana but never from the other point of view of sahithya. 

On the whole it is hardly possible to draw a clear line of distinction 
between a kTrtana and a krti. 

The term krti according to the general aphorism "yat krtam tat 

krti", means any composition. Though both krti and kTrtana are 

musical compositions and could be sung the composition krti stands 

unique by itself capable of being distinguished easily from any other 
type of compostlon. The only difficulty should be about its being 
distinct from tho kirtana In a number of cases. But oven then though 



29 



not the sahithya but easiness or otherwise of the flow of musical setting 
should guide us in understanding the kTrtana or krti as such properly. 

Certain highlights or sometimes sidelights are associated with 
tho type of composition knows as krti. Such things are seldom found 
h, a kTrtana. Those highlights are cittasvara, Solkattu svara, 
uvarasahftya,. madhyamakalasahithya, sangati, svaraksara and 
manipravalasahithya. The introduction of the above mentioned 
elements of beauty in a composlton implies concious effort on the part 
ot a composer to give emphasis to dhatu. The kTrtanas. primarily 
sacred musical forms give no such opportunity to a composer. 

The kTrtanas of our vaggyeyakaras. of an abnormally divine 
calibre, are never products of concious effort but spontaneous out 
pourings of their ever flowing and overflowing devotlon.The cittasvara 
etc, are mostly additional elements of beauty. Sometimes they look 
like appendages-something added extra. But the same conception 
cannot and should not be taken to be true in all cases. Further any 
composition say a krti devoid of any of there elements of beauty will 
not lack under any circumstance in any part of its beauty. Say for 
instance there is some such thing that a krti should and should be a 
little more attractive only if It has a cittasvara. But at the same time 
certain krtis with cittasvaras composed by the composers themselves 
would get a little demerited it krtis are rendered with the cittasvaras 
deleted, some striking examples would be found in the following 
pieces 

(a) "Brocerevarura"- Khamas by Vasudevcar, (b) 
"Faramapavana in Purvakalyani by Ramanathapuram_SVTnivasa 
Ayyangar, (c) "Saragunapalimpa" in Kedaragoula by Ramanatha 
puram sVTnivasa Ayyangar, (d) "RaghuvarhS'asudhambudhi" in 
Kadanakakutuhalam by Patnam Subrahmanya Iyer, (e) "Sri 
Raghukulanldhi" in Huseni by Ramanathapurarn S'ffnivasa Iyengar, (f) 
"Pahlmam" in Janaranjani by Maha Vaidyanaatha Sivan. There are 
certain rare Instances of krtls available to which Cittasvaras have been 
composed by iutor compoaoro and musicians but oven thon they have 
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blended so finely well with the krtis that the cittasvaras look like part 
and parcel of the krtis' inherent beauties. "Nenaruncinanu" in Malavi 
(Tyagaraja), by Tirukodikaval Krsnayyar, "Vararagalaya" in 
Cencukambhoji (of Tyagaraja) by G.N.B. For "Telisirama cintanato" in 
Plirnachandrika (Tyagaraja) there are as many Cittasvaras available 

as there are musicians. 

Most of them are fairly beautiful and cannot so easily be 
ignored. But generally speaking cittasvaras composed by the 
vagyyeyakaras themselves are bound to be given first order of 
preference. If Tyagaraja has not made it a point to compose cittavaras 
for his krtis, rightly has he done so. Whatever may be the credit 
assigned to a Cittasvara the fact is that the Ciltasvara contributes only 
to the enhancement of the musical worth of the composition. But it 
definitely hinders the flow of thought contained in the Pallav/i. 
Anupallavi and Carana of the composition in as much as the cittasvara 
is rendered both at the conclusion of anupallavi and end of the carana 
and then the pailavl taken and sung in both the cases. 

The ciltasvara or any solfeggio passage in general will certainly 
bo an element cf additional beauty only in the case of a composition 
which is primarily a pure musical form with tho sahithya of the matu 
subordinated to the musical setting. Cittasvaras are quite out of place 
in compositions like padas and javalis and the Darus of the 
Geyanatakas. Like tho krti ragamalika is another suitable type of 
comoositon which gives scope for the weaving of cittasvara. 
Comparitively speaking tho Cittasvara at tho conclusion of each and 
every raga is short and crisp and sometimes it has sahithya too. An 
additional tail like thing serving as an effective complementary 
passage in the pallavi raga marks conclusion of the cittasvara In a 
ragamalika which is otherwise known as Makutasvara. This too has 

sahithya. 

Not only the suitability of the composition but also the suitable 
ragas and tempos lend themselves for the attempting of cittasvaras. 
Normally speaking, madhyamakala set to citratama marga, that is 
citratara. In such cases also cittasvaras may not be out of place. 
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Though not the contribution of Tyagaraja, cittasvaras have of late been 
introduced to krtis like "DarinI telusukontl", which are quite 
appropriate to the occasion. In a krti having the sahithya containing 
some latent shades and ideas-subtler bhavas may not prove suitable 
for cittasvaras. krtis Hke'fKsTnamaP and "Karubaru" In Mukhari are 
shining crystals in the raga though they have no cittasvara to their 
credit. 

The cittasvara may be composed in two ways. Mostly for the 
krtis set in Citratara marga and some what of a slower tempo the 
Cittasvara is contemplated In same kala basic tempo of the song. In 
such case it is always usual to sing the cittasvara in the tempo 
designed and also in the corresponding tempo. The former is done at 
the conclusion of the anupallavi while the latter at the end of the 
carana. For purposes of additional effects cittasvara is rendered in 

Tisram also. 
Svarasahitya 

Svarasahitya literally means a passage having svara "syllables 
(sa, ri, ga, etc.) and also meaningful text where the dhatu of the svara 
syllables and of the meaningful text are identical. In general this 
feature is seen in tana varna where both svara and sahithya are sung. 

In ^yamasastri's svarajatis and in Tyagaraja's Ghanaraga Paficharatna 
kriic such svara- sahithya passages are sung. 

! i 

However in krtis fpo v/c have instances of svara-sahithya 

passages being incorporated. It is a practice to sing the svara passage 
at the end of anupallavi and the corresponding sahithya passage at 
the end of the carana. This feature is seen in the following examples. 

Song Raga Composer 

1 . 0 Jagadamba A"nandabhairavi Syamasastri 

2. Ninnuvina Kalyani Subbaraya Sastri 

3. Saketanagara Harikambhoj! Mysore sadasiva Rao 
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iaolkattu svara : 

This is a passage similar to that of cittasvara except that along 

with svara syllables sa ri ga etc., we also have groupings of drum 
syllables or solkattus interspersed. Such a passage is seen in the krti 

"Anandanatanaprakasa" of Muttusvami DIksitar In the raga kedara. 
Sangati : 

Sangatis are melodic varations woven on themes occurring in 
the section of a composition. In krtis, especially in those of Tyagaraja, 

sangatis are seen to occur profusely e.g., in the pallavi of the krti. 

"Darini telusukont!" in the raga duddha Savcri by Tyagaraja more than 
8 Sangatis are sung, in the Krti "Koniyadina napai" in Kambhoji raga 
by VTna Kuppayyar about 10 sangati-s each occur for the first avarta 
of paliavi and for the first avarta of Anupallavf. Four or five sangati-s 
for a theme is a very common feature in krtis. 

The melodic variation of a theme must develop gradually and 
logically from the structure of the theme. Each successive sangati 
musJ not deviate drastically from the arrangement In the previous one. 
As different from this in the development of nirava! the structure of the 
theme is not kept up except for the fact that the syllables of the text 
are sung in the same place in the tala- framework as in the theme. In 
the case of sangatis, some times the melodic structure of the pallavi 
would appear to have undergone a complete change when the first 
and the last sangatis are compared. However there should be a 
gradual development to this stage. For instance the last sangati of the 

first avarta of the pallavi in the krti "darini telusukonti" adorns a melodic 
line totally different from that of the first sangati. However the process 
of development is gradu?.!. 

The variation of themo brought about in a sangati need not 
affect the entire theme, but can be partial. That is the sangati could 
make a change in the commencing portion of the theme alone or in 
the middle or in the concluding portion. For instance in the krti 
'Koniyadina napai" in kambhooji in all the sahgati-s in the first avarta 



33 



of the pallavi, the changes occur In mainly In the laghu portion of the 
aditala (two-kalai). 

Besides the above mentioned features krti would Incorporate 

all the aspects of prosody l.e. ornamentation In the sahithya (Sabda- 
alankara), like P rasa, Yati, Svaraksara etc. 

3. PADA 

The composition "pada", originally signified any devotional 
song. It is in this sense that "Dasara padagalu" were understood. 
Annamacarya, the illustrious contemporary of Purandara dasa has the 
biruda -- "Padakavita Pitamaha". He composed Innumerable 
A"dhyatmaka sankTrtanas and perhaps more in number SViigara 

sankTrtanas. Thus the pada had inroads to indicate not only the 
composition with the sahithya of a purely devotional fervour but also 
incorporating the jivatma -- paramatma aikya vedanta rahasya latva 
Madhura Bhakti. The advent of Ksetrajfia has opened a new era in the 
f:?!d of pada composition. Kootrajna Is the architect cf the "pada". 

Thereafter, the pada came to signify more or less strictly only that 
particular type of compostion with its long drav/nout majestic 
elaphantine movement cf musical setting clothed with a heavy and 
bulky sahithya treating of the nayaka nayakl cult In all Its ramified 

aspects. 

Sarahgapani's on the other hand throw a shining constrast. 
Medium tempo also dominates Sarangapanl's padas. The theme of 
sahithya is varied and diverse, not necessarily the nayaka- nayaki 
theme. The sahithyas of some of the padas of Sarangapanl breath 

social atmosphere. There are humorous padas, satirical padas cf 
S'arannaplni. In some other padas names of places figure, while in 
certain padas the names of ornaments occur. 

The composers of padas in Tamizh of later times followed to a 
considerable extent the pattern of Sarangapanl In the point of view of 



34 



tempo and also the theme. The Tamlzh padas of Ghanam Krsnayyar, 
Mambazha Kavirayar, Muttuttandavar etc., deserve special notice. 

As for the physical structire of the pada It has the sections 
pallavi, anupallavi and one or more caranas with all the caranas sung 
to a similar dhatu. As a deviation from the conventional ganakrama 
most of the padas of Ksetrajna are straight away taken up the anupallvl 

and then pallavi. This is evidently done to achieve a harmonious blend 
of the meaning of the contents of the two sections. In the matter of Its 
long drawn musical setting cast in slow tempo and the bulk of its 
sahithya the pada varna and pada sail in the same boat. They differ 

from one another oniy in their physical structure. The composition 
pada is deviod of any solfeggio passages, while the pada varna has 

some parts sung to solfeggio or svara letters with the sahithya 
following and somo parts purely sung as sahithya. The pada is sung 
exclusively to sahithya. All the naya and rakti ragas having the 
eligibility for elaboration aro the best suited for pada varna and pada 

composiiional typos. Dcsya ragas have no claim for a pada varnas 

v. h:b kshfErajna has favcurod triputa ta'as for his padas. No doubt Adi 

and Rupaka talao are not prohibitory. 

4. JXVALI 

Taking into account tho conformity and affinity with the pada in 
the matter of theme Javali is considered next in order. Javalis aro 
songs of a lighter nature both in the treatment of the musical theme 
and tho thsros of sahithya. In JIvaifs, the nayakn-nayaki cult is 
clothed in paccal drogara (erotic love). Tltero is not the inner 
significance of JTvatma-Paramatml aikya vedanta rahasya talva. 
Tempo is brislc in a good number of Javaits. Though naya and ral<ti 
ragas are not prohibitory for Javalis, Desya ragas too have their share 
for Javalis. Shorter and crisp time measures play the chief role. 
Some javalis have been beautifully set in slow tempo. Dharmapurl 
Subbaraya's Jinjuti Javali "Pmnasakhuditu" is a specimen. 

I n the history of musical forms Tana varna, padavarna and Pada 
appear on tho firmament of music right from tho beginning of the 17th 
and 1 0th centuries A. D. , while Javali in the latter part of tho 1 9th century 
- cays tho post trinity period. It is nn acknowledged fact that (avail 
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owes Its derivation to Javada In Kannada a love lyric. It Is also said 
that Javalis are adaptations of Persian Gazals. 

5.REGAMBLIKB 

Ragamaiika literally means "a garland of ragas". Ragamaiika 
refers to a musical form in which the prominent feature Is that there 
are a number of passages set in different ragas. How ever there aro 
definite characteristics that govern the form of this compositional 
type. On the other hand the feature of different ragas occurring is 
present in many other musical forms like Jatisvara, Varna etc. We 
shall'flrst study ragamaiika as a particular musical form. 

The notable or striking characteristics found in different 
Ragamalikas gathered out of a detailed analysis of the different types 
of the compositions may be summarised as follows: 

1 . The Ragamaiika may have (not should have) a pallavi, anupallavi 
and many carnas. 

2. The caranas would be of the same length. To sing the caranas in 
different dhatu is "naturally a must" in a ragamaiika 

3. The anupallavi may even be dispensed with, if there be an 
anupallavi It may be In the same raga as that of the pallavi. In which 
case the length of the Pallavi and anupallavi together will! be found 
to be equal to the length of the caranas. 

4. The Raga mudra may be dexterously interwoven Into the texture of 
the sahithya without affecting the meaning, in a few Instances the 
Raga mudra does not figure, e.g.. "SVTRamana Padmanayana". 

dodasa Ragamaiika of Tiruvorriyur Tyagayya. 

5. The music of the pallavi, anupallavi and the carana is followed by 
an appropriate cittasvara in the respective Ragas. 

6. The cittasvara is again followed by a short complementary svara 
passage on the pallavi raga. This bridge like complementary svara 
passage known as Makutasvara serves as a connecting link 
between the music of the anupallavi and the carana on the one 
hand, and the music of the pallavi on the other hand the transition 
from tho succeeding ragas to the pallavl raga Is effected In a 
plonolng manner. 
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7. At the end of the composition there Is a strong full avarta or half 
avarta svara passages in all the ragas but in the Inverse order. This 
coloured solfa passage sung at the end greatly heightens the 
beauty of the composition. The viloma cittasvara serves to 

complete the cycle in a Ragamalika. Longer Ragamalikas are 
divided into sections, each section being an independent part. 
Caturdasa Ragamalika of Muttusvami DTksitar, the 72 Meta- 
RagamaTika of Maha Vaidyanathayyar. 

SAHITYA OF RAGAMALIKA 

The Sahitya of Ragamalika is usually of a devotional character. 
The sahitya may also be on a love theme or in praise of a patron or 
relate to some aspect of the science of music. The Murchanakara Mela 
Ragamalika for example is a laksana prabandha and catalogues the 

scales derived from each of the 72 melas by the process of modal shift 
of tonic. In Ragamalikas which contain sahitya for their cittasvaras, 

the sahitya for the Makuta part is called the Makuta sahitya. This 
Makuta sahitya in the pallavi Raga serves as a common conclusion for 
the ideas contained in the caranam and naturally leads on to the 
sahitya of the pallavi. e.g, "PannagadrTsa". 

Generalisation with regard to the sequence of Ragas to figure 
in a Ragamalika : 

There are cases where the composer is tied down to a stringent 
necessity of choosing a particular order Irrespective of aesthetic 
consideration as for instance the 72 Mela Ragamalika of Maha 
Vaidyanathayyar, 72 Ragahgaragamalika of Subbarama DTkshltar. 

. From the stand point of bhava and raga there should be a 
naturalness in the sequence of ragas. A feeling of abruptness should 
not be experiened when the transition from one Raga to another takes 
place. It is with a view to avoid this feeling of abruptness that a 
complemented svara passage in the pallavi Raga called the Makuta 

svara is composed. i 

Ragas which possess one or more common svaras and which 
are able to route similar or related Rasas can succeed one another in 
a fitting manner. 
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Closely allied like : 

Darbar - Nayaki 
Bhairavi Manji 

Vakulabharana -- Ahiri 

3a nana -- Dvijavanti 

Kedaragaula -- Naraynagaula 

Bilahari .. Desaksl 

Varali -- VijayasrT 

These Ragas usually do not occur one after another In a 
Ragamalika with a few exceptions. Janya Ragas belonging to the 

same Mela will not occur in succesion. 

Rasas of diametrically opposite ragas like Atana, 

Nadanamakriya will not occur as continuous ragas. 

The Minimum sized Ragamalika has 4 Ragas. e.g., "Simhasana 
sthite" by Muttusvami DTksitar. 

The Maximum number of ragas is sometime defined by the 
theme chosen by the composer as for the case of 72 Mela Ragamalika 
of Maha Vaidyanathayyar. 72 Mela Raganga Ragamalika of 
Subbarama DTksitar 108 AStottaraSataragatllamlllka of Ramasvami 

DTksitar. 

In a Ragamalika, the pallavi and the last carana should be In 
auspiciuos ragas. Ragas which can be sung at all times are generally 
preferred in a Ragamalika unless the composer is obliged otherwise 
to choose a particular set of Ragas. 

DIFFERENT MUDRAS FIGURING IN RAGAMALIKAS : 

1. Raga Mudra: A good number .of Ragamalikas like "drT 
Vlsvanatham", 72 Mela Ragamalika of Maha Vaidyanathayyar and 
"Pannagendrasayana" of Svati Tirunal. 

2. Vaggeyakara Mudras. 

3. Prabandha Mudra: Caturdasaragamalika of Mutthusvami 
DTksitar. 
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4. Rajamudra (Rajaposhaka Mudra); 

{jff Visvanatham Bhajeham (Caturdasa Ragamalika) of 
Muttusvami Dlksitar. It may be said that the composer casually 

alludes to one Vaidyalinga (Mudaliar) as connoiseur of music and 
a rich landlord of Kuzhikkarai. 

RAGAMALIKA" AS A LAKSYA LAKSANA PRABANDHA. 

The Ragamalika composition a massive art musical form is not 
only a laksya prabandha of high eminence but also a laksana 

prabandha of more than considerable value In as much as the 
presence of the Raga Mudra sets at rest the conflicting Views regarding 
the correct readings of the Raga names. As for instance from the 
Caturdasa Ragamalika of Muttusvami Dlksitar, we get to know that the 

correct name of the Raga is Sam a not Syama. Further from 
"PannagadrTsa'', it is possible to gather that the Raga Rhirl could also 
be known as Ahari. 

Later Interpolation : ' 

There have been certain Ragamalika converts. Some 
compositions have by later interpolation been conveniently converted 
into Ragamalikas. e.g., "Enakunnirupadam" of Arunacalakavlrayar 
{Daru) "JayaJayagSkulabala" of Narayna Tirtha "Bhavayami 
raghuramam" of Svati Tirunal. 

Forms of Ragamalika: 

The concept of Ragamalika has lent itself for an easy adoption 
of the other types of musical forms as well. There are the 
Ragamailka-Varna, Ragamalika-Svarajati, Ragamalika- Daru. The 

name of Svati Tiruna! must be remembered in this connection. He Is 
the Raja vaggeyakara who has got to his credit different types of 
compositions embodying the concept of Ragamalika. 

The different stages in the growth of Ragamalika: 

Late Prof. Sambamoorthy has attempted the following stages 
In the development of the musical composition Ragamalika from time 
to time. 
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I , The section or khandikas being set iW oflterent ragas 
e.g., "SrTRamana Padmanayana M ®iTtruvo^rTy%ayyaar 

I. The Section having the Raga Mudri, In addition; 
e.g., "Nitya Kalyani", "Ambanlnu neranammltl." 

3. A cittasvara in the Raga of each section betogifworporated. 
e.g., "Garavamu", "Pannagendrasayana", "NHyakaiyani". 

4. A Makuta Svara in the Pallavi Raga being incorporated. 

e.g., "Nityakalyani", "Pannagendrasayana". 

5. The Cittaswara figuring at the end with the ragas occurlng in VUoma 

Krama. f ■■ 

e.g., "Nltyakalyani", "Pannagendrasayana". 

6. With a sahithyn for the cittasvara. and the Makuta svara 
e.g., "PannagadrTsa". •• v 

Ragamalikas are usually composed in popular and short time 
measures like Adi. Rupaka, and tisra jati Eka, except In the 
Ragatalamalika of Dlksitar where not only all the suladl sapta talas but 
also some 55 of the classical 108 talas have been emplyoed. The 
characteristic tempo of the Ragamalika Is In medium tempo or 
Madhyamakala. The other two, namely vttamba and druta been quite 
out of place for this grand art musical form of highly Intellectual and 
entertainment value as well. ! 

The above stages of development are not chronological In 
scope. The "Sodasaragamalika" of TLruvoFflyur Tyagaraja who 
flourished in the late part of She 19th and termer part ©f 20th A.D. Is a 
ragamalika marking this tost stage of Ms evolution while some 
complicated and highly etassical and standard ragamlikas have 
already appeared on the scene much prior to the later half of the 19th. 
Say, for instance, the Raga, Tala : Malika" of Ramasvaml Dlksitar, 
Caturdasaragamalika of Ramasvami Dlksitar 72 Mela Ragamalika of 
Mahii Valdyanathayyar and Raganga Raga Mallka of Subbarama 
DT1<sltar. " ' i 
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6.TILLANA 

The striking feature of this musical form "Tlllana" Is the 
occurrence of the syllables "Ti-la-na". Besides those there are many 
other meaningless syllables which figure In the matu of this song form, 
and which chieftly characterise it. 

Tillana form has a structure like that of a krti I.e. PallavT, 

anupailavi and caranam are its sections. The sequence of the sections 

In rendering it Is Pallavi-anupallavl-pallavl- caranam-pallavl. Very 

rarely one comes across a tillana such as the "Gaurinayaka" of 
Mahavaidyanatha Ayyar in Simhanandana tala where division in to 

sections is not made. This is an exception. 

The melodic arrangement in the various sections is also in the 
stylo of a krti. That is, tho pallavi covers madhyasthayi range, while 

anupailavi ascends towards tarasthayi. Carana revolves around 
madyasthayi and the uttaranga of mandrasthayi and then proceeds 
towards tarasthayi. 

The chief characteristic of tillanas is its text. In pallavi It is.woven 
with syllabic groupings like ti- la-na, torn, dir. tanom, taani, udana, 
tarita. Very rarely do we come across meaningful text in the pallavi 
section, as in the tillana starting with the words "GTta" of Svati Tirunal, 
The anupailavi is constructed with meaningful text and syllabic 
groupings. The text Is usually in praise of God or a patron king or 
a Landlord and may also contain the signature (mudra) of the 
composer. 

The second part of carana has again meaningless text. This 

consists of pataksaras (syllables used in drumming) interspersed v/ith 
"sariga'' syllables. Since for the most part there are only meaningless 
syllables. Vowel extension of long duration is practically not there. 

Tillana is a brisk piece. The tempo of this form is medium to 
fast. i 

Tillanas aro musical compositions forming the limb of dance 
form called Tillana. Tillanas are usually performed as the last piece in 
a bharatanatyam concert. In the pallavi and anupailavi sections the 
dance performed Is of tho' nrlta (non- representational) typo. For tho 
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meaningful text in carana, there is abhinaya and for the concluding 

part nrtta is performed. For the pailavl section, variations of limb 

movements are presented along with a variety of rhythmic organisa- 
tions performed by the feet. As a result the pallavi is sung a number 
of times. It Is performed at a brisk pace and forms a bright conclusion 
to a. dance recital. This song form alone has been borrowed by 
classical music and harlkatha concerts. In music concerts too 
tillana comes at the end. 

Ever since tillana became a regular feature of a music concert 
compositions have now come to be composed and these aro found 
to be imbued with musical complexities especially in the aspect of 
rhythm, so much so that tillana is no longer just a simple, light piece. 
Further tillanas used to be composed only in talas like rupaka and adi, 
where ail the kriyas are of uniform duration. However in the modern 
times, tillanas talas iike misra capu are also being composed. Tillanas 
are seen in ragas like Hindolam, Paraj, Khamas and rarely in ragas like 
Bhairavi, Kambhoji, A~hiri, Punnagavara. Some of the famous com- 
posers of tillana are Tanjavur Quartette, Patnam Subrahmanya Ayyar, 

Ramanatrtapuram drTvivasa Ayyangar, Mysore Vina Seshanna, 
Balamuralikrishna, Lalgudi Jayaraman. 

i" 

Tarana, a musical form in Hindustani music resembles tillana. 
7. MANODHARMA SANGTTA AND ITS FORM 

, All music falls under two broad divisions - 

' (I) manodharma sangTta 
[''. (ii) keJpiia sangTta : 

■ Manodharma sangTta is creative music while kalpita sangTta is 
recitative. In manodharma sangTta wo sing or play music extempore. 
Music is created on the spur of the moment and it flows spontaneously 
without any previous thought or preparation. But here we must be a 
little cautious. We will be in a position to give an elaborate alapana of 
a raga extempore only if we previously have a first hand knowledge 
about that raga in its laksana and laksya aspects. That is itself a 

preparation. To achieve this a strong back ground Is to be provided 
by Knlplta sangTta which consists in reproducing tho compositions of 
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great vaggeyakaras. The term kalpita is by itself self-explanatory. 
Though kaipaita sanglta is so to say recitative, in so reciting we do not 
do It merely uttering or like chanting mantras but embellish them 
musically. The compositions of great vaggeyakaras serve as the 
effective models of recorded music which provide us with fund of ideas 
and inculcate in us the element. of creative faculty by learning and 
mastering a dozen or two standard compositions in a raga repre- 
senting different musical forms of different grades of difficulty. Kalpita 
sangla enables us to develop 'our own Ideas on the models provided. 
We are thus in a position to create some new structures out of our own 
imagination which is only the kalpita sanglta that really forms the 
strong foundation for the development of the creative ability In 
musician. It enables him or her to extemporize music in the most 
effective way. 

Ail music is in essence only creative. Music is one of the finest 
of fine arts. Any art is only a' marvel of creation. It is only the creative 
element in an art that keeps any art dynamic and non-static. So too 
is manodharma aspect of our music that has kept it alive In full flesh 
and blood. Even kalpita sangla the recorded music capable of being 
transmitted to the future generation of krti orvarna or any musical form 

for that matter definitely involves the harnessing of the creative ability 
of a high order on the part of the composer. But the matter is quite 
different with regards an ordinary composer of a mean calibre. A great 
composer of divine calibre almost spoke to God through music. In the 
case of the latter, that is vaggeyakaras like Tyagaraja compositions 
simply burst forth being the outcome of the spontaneous out pourings 
of their music and devotion combined. In the case of an ordinary 
composer it may happen that he may take his ov/n time to attempt any 
composition perfect it to his satisfaction and then broadcast it to the 
world if he chooses. 

Manodharma sanglta and Kalpita sanglta are thus complemen- 
tary to one another. Without the one the other cannot exist. Neither 
on© can be igrnorcd in pursuit of the other. Kalpita. sanglta forms the 
Strong background for the creative faculty to be developed In a music 
student. It need not necessarily be considered to comprise only the 
compositions of great composers. Kalpita sanglta could also be some 
recorded music or the music prepared already and kept at our dis- 
posal. A masterly alapana of a raga by a master musician can be put 
to the tape and can be preserved as a model lesson. Hero that model 
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music becomes kalpita sanglta. So Kalpita sanglta provides models 
or model lessons for any student of music the Study of which slowly 
and gradually creates the initiative in a music student and develops 
his own creative skill. But broadly speaking alt music Is creative and 
hence manodharma sanglta alone is all comprehensive and embrac- 
ing In character. Kalpita sanglta Is a means to an end while the 
manodharma sanglta Is an end In itself. 

Manodharma sanglta or the music extempore Is expressed 
through different channels or branches or exposition. Singing or 
playing an alapana of a raga is purely creative. While singing or 
playing madhvama Icala of tana, music Is again created fresh which 
had not been kept prepared already. The exposition of pallavl is 
certainly an aspect of manodharma_of high order. Since It necessarily 
involves or includes within its fold sahlthya prastara and svara kalpana 
which are again the two other distinctive branches of the exposition 
of manodharma. So raga alapana, tana or madhyama kala, riiravai i.e., 
exposition of the sahitya prastara and sVarakalpana are the difforent 
branches of manodharma sangita. Here again an Important question 
faces us. Of the above mentioned branches of manodharma sanglta, 
raga alapanf alone is all comprehensive in scope and In character. It 
is an end in itself. The other branches are, so to say, only means to 
this end and they are not end by themselves. When we sing fina or 
madhyamakala or give exposition of sahitya prastara which is really 
speaking raga prastara and render Mpana svaras, not to speak of the 
pallavl which definitely involves the latter two, the ultimate purpose in 
the mind of a musician is only to give an entire picture of the raga In 
all its varied richness and colours In different ways. In this connection 
a number of problems deserve notice, A person well equipped with a 
good deal of manodharma and one who can do full juatlce in giving a 
beautiful and eleborate exposition of raga may yet be found _hot upto 
level in giving an exposition of the other branches of manodharma 
sanglta. A person may be adept in doing sahitya prastara or- niravai 
or in doing elaborate svarakalpana, the same person may fail In not 
being able to attempt successfully an elaborate alapana of a raga. One 
must 'have not only manodharma in abundance but also an effective 
medium (vo-ice) for exposition. To do full justice to a pailavi definitely 
involves an equal measure of capacity in indulging in sahitya prastara 
and jkalprma svara elaboration. So in this manner each branch of 
ovmyjlllon of manodharma s'ahgllahas distinction of its own. Each 
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branch requires specific mastery of itself. An acquisition to a higher 
degree of perfection in one branch does not guarantee the same 
amount of perfection in the other branches. 

(i) Raga Elapana 

Riga alapana consists purely of giving an exposition of a raga. 
It Is non-rhythmical in scope, but at the same time we must remember 
that the prevalence of some loose rhythmic progress is, rather should 
bo clearly perceivable during the course of alapana of a raga. A raga 
cannot all of a sudden be taken in the second or third gear nor Its 
tempo er speed cr.n be accelarated as how we please. While singing 
the alapana of a raga in slow tempo, we cannot dwell immediately in 
madhyama or druta kaia sancaras. Similarly when we are giving an 
exposition of a raga so to say in quick tempo interspersing with druta 
kaia sancaras, we cannot slacken its tempo or speed. No raga alapana 
/can fail within well regulated rhythm measured out by a time measure 
or tUa. Even whilo attempting a raga alapana In cauka kaia or vilamba 
kS!a, slow tempo for the most part, there will be some occasions when 
we will nave to intersperse it with catchy sancaras accelerated. 
Similarly while the raga alapana confines Itself to madhyama or druta 
kaia, some_ ascending or descending glides in slow tempo and also 
few sancaras, Is not anything impossible. All these above mentioned 
facts will perfectly hold good oniy in the case of ragas which definitely 
and undoubtedly give ample. scope for an elaborate alapana. In ragas 
of an admittedly limited scope the over all picture is alone that matters 
most. There may not be possibility of strictly adhering to the facts 
mentioned. 

The alapana of a raga may be of different sizes. An alapana 
when sung as a prelude to any krti may be concise in form. It is also 

essentia! to understand, that raga alapana as a prelude to a krti may 

some times be even avoided. Say, for instance raga alapana of 
Hamsadhvani need not be attempted before singing or playing "Vatapi 
Gahapatim" which Can be straight away started and sung. Similarly 

raga alapana may bo avoided before an elaborate krti set distinctly in 
c^uka kaia or vilambita kaia. : One need not attempt raga alapana of a 
r^ga -cither befcro "Karu Earn" of Tyagaraja in Mukhari." Singing 
alapanri of a riga oven as prelude to such kills as "Darini telusukonll", 
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••NaiTvadhara" types will bo quite out of place. Raga alapana must 
definitely be eschewed before such compositions like Tana and pada 
varna and paricaratnas of Tyagaraja. 

Ragas :- Major and Minor - 

The conception underlying this classification Is rather too sub- 
tle No hard and fast regulation can have any binding on this concept. 
Some ragas give ample scope for an elaborate aiapana. They are 
widely distributed also, that is the number of musical Torms and 
varieties of musical forms available in such ragas. Such ^9 a8 ar ° 
undoubtedly major ones. Ragas like Kalyant, Todl and 
Sahkarabharana are finest instance of such type. But there are also 
ragas like Latahgi, Simhendramadhyama, Sanmukhaprlya. These 
ragas undoubtedly give ample scope for elaborate alapana. But not 
many compositions are available in them except one or two classical 
krtis, that too not much of an advanced nature. Still there are some 
ragas where in one found some standard and classical pieces, no 
doubt like Punnagavarali, Shlri, Ganta in which there are padas of 
Ksetrajfia and some select krtis of Diksitar. But they are hot suitable 
for elaborate alapana. Sahana, Anandabhairavi, FTCigoula deserve 
further notice In this connection. These ragas are minor ragas in 
comparison with ragas like Todl, Kalyani, S^ankarabharana but 
definitelymaJorwhencomparedtoragaslikeShlri, Punnagavarali and 
Ghanta. 

The negative and positive aspects of Raga alapana : 

In attempting any alapana either on large or small scale ab- 
solute care must be taken to preserve its melodic entity or indlvKluality 
In all its fullness. The raga may be dealt with in different angles having 
a stress or emphasis on particular jurisdiction round about four notes. 

Thero should not be even the slightest suggestion of any other raga 
bearing some close affinity to it. The positive aspect of rendering an 
alapana of a raga consists in maintaining such purity or chastity of the 
raga taken. The negative aspect of rendering an alapana present a 
reverse case. When any raga is taken for alapana if thero be a slight 
suggestion of any other allied raga then that Is the negative aspect of 
rendering tho raga. Avoiding the suoaootlon of on allied ratja_com- 
pl.-loly cannot bo hctlpori In tiomo cosoa, e.g.. reigns like Darbar and 
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Nayaki, Erabi and Devagandhari and closely allied ragas. But In a 
number of case$ this negativo treatment of the alapana can be com- 
pletely dispensed with, in giving an alapana of CarukesTwo must take 
care to see that the Carukesi bhava is quite patent In every phaso of 
the treatment. If during the elaborate treatment of CarukesT such a 
case as this is not possible, it is rather advisable not to resort to any 
elaboration of CarukesTthan spoil it. 

Raga Alapana Paddhathi : : ". rj; ' : ' — 

, The alapana of a raga consists of the following stages (i) 
Aksiptlka or introduction, (2) Raga vardhani or body of alapana, 
(3) Sthayi and (4) Makaranl also known as vartani by some. Just as 
in developing as essay we have necessary sections-Introduction, body 
and conclusion/in the same manner in alapana also has the marked 
stages or evolution and exposition. ■ - " 

(1) Sksiptika : 

Sksiptika consists in giving the miniature form of a raga. But It 
is in fact of different sizes. Say for instance we want to present a raga 
for ten minutes. to fifteen minutes, the aksiptlka must be sized accord- 
ingly. Jf the, same raga exposition is extended to an hour the 
aksiptlka will t>e different size. This also again falls in line with the 
introduction which may be of normal size or voluminous sizes etc 
Sksiptika is of particular use. It helps the listener to identify the raga 
immediately. Cleverness does notrest in giving the twisted picture In 
the aksiptika but in giving the true picture straight away. Skslptika 
reaches all the region of exposition of ragas. 

(2) ? Ragavardharti : 

.8 , It. is thebody of the alapana. It is here that the raga vistara is 
taken in; true colours. A ragavardhani is taken in four stogM- 
pr,nhema„dvifiy^, i ^a i ; lt#turtha; The first three stages of 
ragavardhani are almost the localised region of the exposition of ragas 
in three octaves madhya, mandra. tara. No doubt this applies par- 
ticularly to ragas allowing such suitable treatment. Further the relative 
degrees of spped or tempo is well Illustrated In the first three stages 
of ragavardhani. Tho fourth ono Is comprohonslvo and all ombraclng 
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in character. In this sense the raga is taken in so to say the first tempo 
in all the three octaves put together. 

The prathama ragavardhani deals mainly with mandra sthayi. 
The start is made on the madhyama sthayi and the development is 
mandra sthayi with of v course occasional flights. One must do full 
justice in the mandra sthayi in prathama ragavardhani. The mandra 
sthayi must and should be clearly negotiated. Just two or three 
decades ago it was usual practice for the vidvans to select such a 
suitable pitch or sruti in which he will be able to pitch upon mandra 
sthayi sadja and held there for some time. To do full justice In mandra 
sthayi is comparitively more difficult than singing in madhyama and 
tara sthayi. That is why the practice in mandra sthayi is Insisted upon. 
If adequate practice is done in the mandra sthayi the voice will be easily 
negotiable in the other octaves. In prathama ragavardhani the 
sancaras will mostly be in caukakala. There may be occasional flights 
in madhyama and druta kaias. 

DvitTya ragavardhani : 

In dvitTya ragavardhani the alapana is started on the madhya 
sthayi sadja but here the sancaras are confined for most part to the 

madhya sthayi. Of course occasional flights in the other octaves are 
permissible. Here also the svaras are taken In the arohana-krama one 

by one. The dvitTya ragavardhani is characterised by more of visesa 

and ranjaka sancaras in addition to the sancaras which are common 
place. 

In this connection it is worth while remembering that there are 
two schools of thought in developing raga. According to one school 
the svaras are taken inarohana krama one after another for elaboration, 
while according to the other school, the svaras are taken in the 
ewRnShattatcrama. The vocalist for the most part adopt the former 

procedure while the nagasvara vidvans adopt both. 

|> . ! The trtTya ragavardhani confines itself almost to the tara sthayi. 

One may occasionally intersperse the alapana with some flights in 
madhya region. 
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marked by a striking conclusion (or) muktayTcalled ^ r f 

as sthavf W iLn ^-f deve,0 P ment * raga alapana known 
as sthayT, is of two kmds - aroHana sthayT and avarohana sthayT. In 

arohana sthayTthe sthayT svaras are In the arohana krama. But the 
downrV h 7 Se u eS be3lnnin3 w,th eaeh SthayT svaras progress 

oth _ SthayTmeans in the outset stopping on one note. In develoolno 

t. we ao -ancaras in the arohana krama or the avarohana krama 
as the case may be and finally stop on the particular note. " 

inthe avarohana. sthayTsvaras are In the avarohana krama but 

words Kamaks, . The grahasvaras of the caranas are in the arohana 

The avarohana sthayT presents a converse case. The sthavT 
svaras are In the avarohana krama but the sancaras progress upwards 

m. g, r, s. If we take madhyasthayT sadja as the sthayTsvara the 
sancaras will go up to the tara sthayTsadja and finally finish on madhya 
sthayTsadja. If the mandra sthayTnisada is taken, in which case the 
sancaras go up to madhya sthayi n/sada so on and so forth. Thus It 
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halts in the raga. Not all the svaras can be taken as a matter or routine 
treatment for the sthayTkrama of the raga alapana. For example in Todl 
the svaras sadja, madhyama and pancama alone, the strong and 
stable notes provide suitable and appropriate halting places. These 
svaras alone deserve to be taken for sthayT treatment. The arohana 

and avarohana sthayis can be successfully negotiated during the 
course of an alapana only be such proficient musician as are bestowed 
with not only rich voice having a wide range over three octaves but 
also a good deal of manodharma. 

(ii) Madhyamakala or Tana 

Usually when an elaborate alapana is taken as a prelude to a 
pallavTit must be followed by atleast brief rendering of tana or mad- 
hyamakala. Both the expressions have got the significance of their 
own. Tana means permuting and combining evolving prastaras or 
svara combination. In tana singing we take or choose one or two or 
three notes at a time and explore all the possible combinations out of 
them and then go on adding one note after the other. This aspects of 
rendering is characterised by madhyakala or medium tempo. Hence 
the name madhyamakala for this branch of manodharma exposition. 
Madhyamakala or tana rendering have definitely a perceptiable rhythm 
can be measured out into regular tala avartha. In this connection it 
must be noted that there Is also the sampradaya or tradition or 
convention of musicians reckoning adi tala while singing tana or some 
times the mridahgam also provides rhythmical accompaniment to the 
singing. A tana need not necessarily be put to adi tala and adl tala 
alone. The sarvalaghu or the uniform flow of any fixed number of units 
is all that matters. The sarvalaghu is applicable to any tala. When 
such being the case while singing tana one can manipulate or reckon 
any tala. 

i 

If in a tana varna the colfa letters and the libretto or sahitya are 

ta!<en away and the composition is just hummed it will present an ideal 
tana in that raga in which the varna is composed. The characteristic 

tempo of tana varna is for this reason in madhyamakala. There is also 

a sampradaya to start the tana exposition in cauka or vilambita kala 
and follow it up on the other relative degrees of speed. Tana in druta 
kaln Is known as "Ghanam". Some different varieties of tana have 
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been mentioned in some recent works of the later half of the 19th 
cent. , 

PallavT 

PallavTis a branch of exposition of manodharma sangfta. The 
performer's creative talent and his thorough mastery over rhythm are 
all put to the highest order of perfection here in this branch. The 
singing of pallavi does not in any way confine itself to the mere 
reproduction of a pallavi set with the help of a few chosen words and 
cast in a particular tala however much complicated and complex In 
character it may be. As prelude to the great action i.e., before the 
commencement of singing the pallavi proper any musician will do well 
to start with an_alapana of the raga in which the pallavi is to be 
rendered. The aiapana should not be crisp but fairly elaborate that 
should invariably be followed up with tana or madhyama kala. Only 
then comes the item of pallavi singing. So it is evident that even before 
taking up the pallavi proper one is expected almost necessarily to 
show up creative talent. The singing of the pallavi involves not only 
the inflation part but also doing full justice not only to the sahitya 
prastara and svara kalpana but also presenting a full detailed rhythmi- 
cal ramification of the pallavi. The very term pallavi is split into three 
component syllables "pa-la- vi". The "pa" stands for pada and "la" 
standing for laya and "vi" for vinyasa. Both the pada and laya are put 
to vlnyasa injhe singing of pallavi. in singing a pallavi, revelling in 
sahitya prastara Is as much as important duty as is revelling in the tala 
aspect. The singing of the pallavi in the anuloma, pratiloma and 
viloma stages definitely consists of the aspect of the laya vinyasa of 
the pallavi. Really speaking, one can be said to be adept in pallavi 
singing, one can be said to be adept in pallavi singing only when he 
can do an equal measure of justice in putting the pada, laya to the 
highest order of vinyasa. High standard of niraval or sahitya prastara 
lacking the same adequate standard of developing svara kalpana with 
all the rhythmical complexities is definitely insufficient in doing full 
justice to the pallavi item. 

Similarly it is not enough if one is able to weave svara kalpana 
of thejiighest order or standard but not well up in singing the sahitya 
prastara during the course of singing the pallavi, does not amount to 
having done full justice to the item. There is always a difference in 
standard in singing sahitya prastara and svara kalpana to any chosen 
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theme, in a krti. A higher standard of performance of both niraval and 
svara kalpana is definitely expected during the couse of singing a 
pallavi. Thus it becomes evident that a real adept in singing pallavi Is 
only one who in a position to employ his creative powers in the different 
branches of exposition of monodharma sangfta to an equal degree of 
standard praise worthy. But It is also said that a master of pallavi 
singing need not be so much proficient in the other branches of 
exposition. This can hardly be reconciled. But one thing is possible. 
A person having rich powers of originality need not necessarily be a 
through master of rhythm and such a person can hardly be an expert 
in singing pallavi. 

At the same time an expert in pallavi singing though possessing 
certain imagination of different order is all the different branches of 
exposition of manodharma and also perfect mastery over rhythm may 
not appeal to large and mixed audience. Somehow It has become a 
curse in the field of music that a pallavi expert Is always looked down 
upon as a man with a bundle of highly thought provoking and mathe- 
matical calculations of rhythmic pattern and It is said that he does not 
appeal to a large gathering. That is not in any way the fault of the 
exposition of pallavi but the manner of exposition. To sum up It may 
be concluded, the pallavTis one branch of exposition of manodharma 
sahgTta and is comprehensive in nature including and involving with in 
its fold of fairly good degree of standard of exposition of the different 
branches of manodharma sahgTta. 

The art of pallavT exposition is hinted at in a vague manner in 
the "SangTta Ratnakara" of darngadeva in 13th century 

A.D.S'arhgadeva mentions two kinds of alapatis - Raga alapti and 
rupaka alapti. The rupaka alapti consists in giving an exposition of the 
chosen raga with the help of some chosen Words set to a particular 
tala. The alapti itself is put into a definite concrete form that is the 
meaning. The rupaka alapti itself is put into a definite concrete form 
that Is the meaning. The rupaka alapti has blossomed into the art of 
niraval. In singing a pallavT too the main part of the work consists in 
giving a detailed exposition of the raga through the effective medium 
of sahTtya prastara, or niraval. Attempting anuloma and pratiloma and 
svara elaoration with all its aspect of rhythm are the other 
highlights of pallavTsinging. The art of singing pallavT attained 
Its full development only In the 1 8th century A.D. The tana varna 
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MargadarsT Paccimiriam Kdiappayya Is the formost to perfect dif- 
ferent branches of exposition of manodharma sanglla. It may in- 
cidentally be noted that the raga alapana is the earliest. Non 
rhythmical music always precedes rhythmical though the latter also 
is reported to be as old as man when man danced with ectasy, 
rhythm came into South Indian musical concerts and contributes 
greatly to its academic value. 

Of late it has become a fashion to load a music concert with a 
quick flow succession of a number of items one after another. We 
hardly come across full justice being done to the singing of raga-tana- 
pallavT in modern music concerts. The singing of patlavT has almost 
come to be restricted to rare demonstrative facts of performer. No 
doubt experts are there in plenty. The nagasvaram performers have 
not yet completly given up giving due regard and honour to this master 
branch of manodharma. Our previous generations have handed down 
to us great experts of this branch of exposition. PallavTGopalayyar of 
former half of 18th century, PallavT Seshayyar of 19th century, 
Maha Vaidyanatha Ayyar, Fatnam Subrahmanya Ayyar, Ghaham 

Krsnayyar of the latter part of the 1 9th century and some musicians of 
the second quarter are some instances. 

The pallavT consists of two divisions-- prathamanga and 
dvitiyahga. The dividing point is called pada garbham. At this point 
there is a pause or vjsrantl. Usually in pallavT set in adi or khanda Jati 

triputa tala, misra triputa the padagarbham coincides with the beat 

(ghata) of the first drutam. Here It must be remembered that the pada 
garbham or arudi may conveniently be located as to fall on any beat 
In accordance with the starting point or the graha of pallavT For 
instance it is not unusual In a pallavT set in triputa tala (tisrajati) the 

graha or starting point shifted to the vlsarjita of the second druta or 
even earlier. Some times prathamanga and dvifFyanga are equal In 
length. But it is never possible to maintain the uniformity in magnitude 
in between the prathamanga and dvitiyahga. It is obvious that viSYanti 
takes away some portions of the duration. In some pallavT 
dvitTyahgais significantly short. Further in a pallavT set to a fairly long 
time measures like sankTrnaJati dhruva tala having 29 aksarakalas, the 

commencement or starting point of the pallavT must be fixed In such 
a manner as to maintain normal balance in length between the 
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prathamanga and dvitiyahga. The padagarbha or the arudi may fall on 
or coincide with any gatha in the tala in accordance with ihe commenc- 
ing point of the paliavTfor reasons mentioned above. 

In this connection it will be interesting to note that of the different 
time measures as caturasrajatl triputa tala (i.e., adi tala), ft is equally 
divisible into two exact halves. In no other time measure such a thing 
rooks possible. Here the division of the tala into two exact halves does 
not merely mark the division of the aksaras or the duration of the tala 
but its constituent ahgas. The adi tala is divisible in two parts coincid- 
ing with the division of the aksarakala duration also. If we take a 

misrajatl matya tala it has sixteen aksaras. the 8th aksarakala of the 
tala will not mark the division of the tala into two parts. It can be merely 
be reckoned as the midpoint in the tala. 

The sahitya or a pailavTshould at the outset be full in meaning. 
Unfinished or half sentences should not be choses as sahityas for 
pallavT The sahitya may be sacred or secular. Invocation to a deity 
being sacred In character, the sahitya may further be in praise of art 
and learning or a musical luminary. 

From the point of view the ideas contained in the sahityas of 
pallavT, the following points may be noted. 

1. The sahitya may be purely devotion, e.g., "Ganaiola 
Karunalavala". 

2. It may be amorous (srhgara) e.g., "Trigijudara 0 lalanamani." 

3. The sahityas may be humorous e.g., "Arrahgarai orattile oru 
vandu gir gir enru kattude." The sahityas may be satirical ~ 
"Nakkavinayamu cesevariki ekkuva variyada sadarina". 

A. Ragamudra pallavT -- 

5. "dankarabharana veni ninnu cala nammitira." 

6. Solkattu pallavT contains jatis and tala mnemonics -- "Taddlmi 
tadimyani sadasivudadane". 

7. Yati pallavT "pagavaru _bodhlnciro, saml pagavaru 
bodhinciro, na sami pagavaru bodhinciro, era na sami 
pagavaru bodhinciro. 

0. Svarakonrn -- Scrlga paga iccano sadapago iccane. 
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Varieties of pallavT : 

From the point of view musical construction pallavTs may be of 
the following type. 

Caukakala pallavT: 

Caukakala pallavTs are of two kinds - dvikala pallavT and 
catushkala pallavT. Catushkala and Astakala and pallavTs are dlflnltely 

caukakala pallavTs. Some dvikala pallavTs will admit of being rendered 
in vilamba kala or cauka. Tho pallavTs in dvikala cauka may there be 

reckoned as both cauka and madhyamakala. 

Madhyamakala pallavTs : Where as there is full possibility of 
taking cauka kala pallavTthrough all the stages of anuloma, pratiloma. 
viloma expositions are the same is not the case with madhyamakala 
pallavTs. In madhyamakala pallavTs the pallavT can be rendered imme- 
diately in the higher degrees of speed and in lower degree of speed 
retaining the total unchanged. Of course in the case of a dvikala pallavT 
there is the possibility of taking the pallavi in ekakala and then singing 

or playing in relative lower degree of speed. Here the sahitya alone 
will be sung in the relative lower degree of speed and tho tala will 
remain ekakala cauka. This is strictly speaking vlfoma. 

Stages of exposition : 

Enunciation of the pallavT consists in the reproduction of a 
pallavT a number of times by the principal performer so that it would 
give ample opportunity for not only the accompanist but also the 
members of the audience to grasp the pailavTprecisely. Then only the 
accompanist will be in a position to do better, justice to the pallavT 
rendered and audience would be in a position to enjoy the pallavT 
better. Even in the case of a also stringed instrumental concert the 
kacceri dharma requires that the performer should sing the pallavT at 
least for three or four times so that audience may with the help of the 
sahitya can grasp and appreciate it better. 

Sangatis : 

Tho presentation of liio pallavi" with iis sangatis of variation 
constitutes tho second stago. These variation may be rendered In 
pail:. Ml 1 1 10 (jummuiidinj word <>l lliu pallavi or in tliu middle or at tho 
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conclusion. Care must be taken to see that it does not lead to a regular 
niraval of the chosen them which is entirely different stage of exposi- 
tion. 

Niraval (or) Prastara : 

Sarngadeva mentions one rupaka alapti that consists of an 
alapana being attempted with the help of some chosen words set into 
a particular Dhatu. ATapana Is this given here in a definite and com- 
plete concrete form; No doubt that this rupaka_alapti later_on blos- 
somed into what we now known as niraval or sahitya prastara. The 
word niraval is tamizh and it literally means filling up of the expression. 
Sahitya prastara looks appropriate. A chosen theme is taken and 
sahitya prastara is attempted which means bringing out the subtle 
bhavas hidden in the sahitya. This is done with the help of sanglta or 
." pure music. 

When we do in singing niraval or sahitya prastara consists of 
not only elaborating the theme of sahitya but alsojhe musicalsotting. 
So nirava! is virtually speaking both sahgla and sahitya prastara. It Is 
at best musical commentary or the sangTta vyakhyana. Aesthetic 
beauty must be preserved in selecting theme for developing niraval. 
The sahitya chosen must be a full finished sentence, incomplete 
sentences and half finished sentences should not be chosen for 
niraval. Not only that, the chosen word must be sweet sounding and 
thought provoking and highly meaningful too. Words like "Mattlgunda 
kante hTnamaina" should be avoided. On the other hand phrases like 
"sama gana vlnodinl" In "Sarojadalanetri" of Syama S'astrl and 
"Tanuvuce vandana" in "Pakkaia nilabadi" in Kharaharapriya of 
Tyagaraja are apt places for developing niraval. 

Further, theme chosen for developing niraval must be such, 
that they provide suitable and appropriate halts in that raga. There is 
a sequence of developing of niraval to a Chosen theme. The fun- 
damental theme must be settled just before entering Into the niraval 
proper. To start with, the nirayal to a theme should be bhavapradhana 
set in vilamba kala with few sangatis interspersed with madhyamakala. 
And then the second stago of development must be in the fundamental 
tempo or speed of the composition. Then only the niraval must be 
taken In the madhyamakala. Not only that, the development of the 
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tana must also be well maintained. The different stages of tana must 
have as their pivots only such svaras as are prolongable and provide 
suitable and appropriate halts in that raga. 

Niraval is literally filling up blank portions of the pailavTtheme, 
with fresh appropriate music. The pallavT here is presented in new 
melodic modes. The rhythmical setting is kept intact. In caukakala 
pallavTs four stages of exposition of niraval are possible while In dvlkala 
pallavTs rendered in some what caukakala, three stages of expositions 
are possible. 

■ In pallavTs predominantly madhyamakala type only two stages 
are possible. In doing sahitya prastara in a pallavTthe chief factor 
consists only in elaborating the musical setting and not In bringing out 
the latent shades hidden In the meaning of the sahitya. After all In a 
pallavT the sahitya plays not much of a significant role. The niraval 
must be at the outset laid down in such a manner that the presentation 
of the bhava is quite patent at the very first rendering. In the second 
stage of exposition it is taken in the exact degree of speed In which 
fhe pallavThas been set and then only the third stage the niraval must 
be done in madhyamakala. While doing niraval or sahitya prastara 
care must taken as far as possible to see that the sahitya aksaras fill 

in the appropriate places as how the pallavThas been designed. 

Anuloma and pratiloma : 

Anuloma - Important stages of exposition of singing pallavT 
consists in singing anuloma and pratiloma of the pallavT. This is really 
speaking the laya- vinyasa of pallavT. A student of music gets familiar 
with what is called anuloma even while the first svara exercise Is taught 
to him in three relative degrees of speed-prathama, , dviffya, trflya 

kalas. Anuloma consists in keeping the tala constant and singing the 
pallavT in the first, second and third degrees of speed. Consequently 
the pallavT will be heard once in prathamakala, twice in dviflya kala 
and four times in trflya kala within the space of original period of 

duration. Only in the caukakala pallavTs a full fledged anuloma is 
possible i.e., the pallavT can be taken just in the immediately higher 
speed or tempo. 

Pratiloma -- Just as in the anuloma we keep tala constant and 
sing tho pallavT In 1, 2, 3, kalas. In tho samo way In pratiloma the 
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pallavTis kept constant and the tala is taken In pratama, dviffya, trflya 
kalas This Is thus the converse of the anuloma. Generally In adi tala 
pallavTs, while singing the pratiloma the padagarbha will coincide wi h 
the laghu gatha and it will divide the pallavT and the tala avartas Into 
two halves But the graha will be found to be shifted from place to 
place. 

The pratioma is interpreted in another manner. A catuskala 
pallavT Is taken and after singing the anuloma i.e., after taking the 
pallaviinl, 2, 3, kalas, the tala Is reckoned In ekakala cauka .and the 
pallavTis rendered in eka, dvlkala. catuskala keeping the tala con- 
stant. This is also taken as pratiloma by some. But some would like 
to take it as viloma. 
, (til) Svarakalpana i 

After rendering the anuloma and pratiloma of the pailavTtheme, 
the svarakalpana is taken up. It is also known as kalpanasvara. 

Svarakalpana. literally means, rendering svaras out^ of im- 
agination or rendering svaras extempore. This Involves singing of 
svara passages, i.e.. passages built up of sa. ri, ga syllables. The 
syllables should be sung adapted suitably to the raga In which the 
pallavTis rendered. Svarakalpana Is sung to krtis also. 

The theme of the pallavTis sung upto the arudi portion or upto 
a' suitable place earlier than that. Then a passage of svaras. Is 
rendered till the place of the eduppu of the theme Is reached one can 
render svaras for a duration on more avarta of a multiple number of 
avartas before taking up the pailavTtheme. There are many points to 
. be observed in the sing of svara kalpana. 

The svaras should be sung is such a way that the melodicline 
thus woven should be expressive of the raga. In this aspect, practice 
of rendering tana varnas and svarajatis will provide good training for 
svarakalpana performance. 

The svaras should be rendered first in the same tempo or kala 
In which the theme Is. If tho basic tempo Is vilamba then svaras could 
bo sung In madhyamakala also. However, If tho theme Itself Is in 
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madhyamakala then singing svaras in a iower speed does n<?t sound 
beautiful. It "Would be more appropriate to sing svaras In mad- 
hyamakala alone, e.g., singing svaras for the madhyamakate sahltya 
"Karambuja" in Vataplganapatim. 

Svaras are rendered in several rounds. To start with svaras are 
sung for the duration of a part of an avarta. After each round tH® theme 
is taken up. The duration of each successive round Is gradually 
increased. This procedure is followed for svarakalpana in vllambakala 
and madhyamakala as well. 

In sach round of svara the aim must be to weave a melodlcally 
complete picture within the duration of that round. Svaras must be 
combined to form phrases conforming to the raga. The phrases must 
in turn be arranged in a sequence to form a full melodic structure. The 
melodic line should be interspersed with aiankara or decorative pat- 
terns like janta and other varieties. 

In some rounds before coming back to the eduppu some times 

one may employ a muktaTppu. Muktaippu can be of many kinds. The 
common type is th9 one where a particupar pattern Is repeated thrice. 
e.g.,g rsdp-rsdpg-pgrsr 

The svara on which a round concludes, before the eduppu Is 

taken, Is usually the svara below the one with which the eduppu 

commences. It could also be one above that. It could also De some 
other svara with which the eduppu svara has a melodic relationship. 

The three alternatives are illustrated below, 
Riga -- Hlndllarn Tala -- Adl kit! -- "Samaja 



1) 


s , g s n d n a 
sa . ma ja va ra ga ma 


S i j i 

na , , , 


m g s n 


2) 


-do- 


-do- s 


n d m g 


3) 


-do- 


-do- g 


m n d m 



Lesson S\So. 3 
MUSICAL FORMS FIGURING IN SACRED MUSIC 



1 . Tiruppugazh 

Tiruppugazh is a sacred musical form in Tamil in praise of Lord 
Subrahmanya. The Tiruppugazh hymns were composed by 
Arunagirinathar, a great devotee of Lord Subrahmanya. 
Arunagirinathar lived during the time of Prauda Deva Maharaja (1450), 
the 'sovereign of Vijayanagaram. It is said that Arunagirinathar 
composed 16000 Tiruppugazh hymns. PreserrtJyoniy about 1350 of 
them are available. The Tiruppugazh hymns are wellknown for tneur 
literary beauty/ prosodical beauty, and the breathtaking rhythm and 
tala prastara, Tiruppugazh songs era textured with chandam, and are 
■ called Chandappa, and aptly Arunagirinathar was hailed as 
Chandappavalaperuman .. (or the unrivalled king of chandam), 
Chandam is a Tamil .word derived from the Sanskrit expression 
•chandaa*. InTamll 'chandam* means those metres which bring forth 
many rhythmic patterns called' 'Chandakkuzhippu* with permuatallon 
and combination of the twelve basic chandams. such as I alia, tanda, 
tayya etc. In the Tiruppugazh songs, we find no less than 1008 
chandams being detexterously woven. Besides It is also more 
pleasing to hear these songs set In the chandam metre. 

Apart from the illustrious chandams, the Tiruppagazh has yet 
another special feature called tohgal (pendant) at the conclusion of 
each section. Arunagirinathar is the originator of this unique format. 

Each Tiruppagazh has its appropriate tala through the patterns 
of its Chandakkuzhippu. 

e.g., the tiruppugazh - muttal taru patti tiru nagal 

Cln'n.'c.i.kuzhippu 

:j . S|; , .• iiu tanatana 

6 ,4 ^ 

tattattana i latta tanatana 
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6 

_ tattattana 
tana taana (tongal) 
Muttalttaru 
Attlkkiral 
Muttlkkoru 
Yenavodum 



4 

tatta 

pattit 
cattic 
vittuk 



4 ' 
tanatana 

tlrunagai 
caravana 
gurupara 



In the above Tlruppugazh the scheme of phrasing the syllables Is 
6-4-4-6-4-4-6-4-4. This Tlruppugazh is sung in tisra triputatala. 

Training In singing Tlruppugazh songs secures a good 
talajnana. The mixed chandsms found in some of the Tiruppugazh 

songs lend themselves for separating the angas of the talas and 
forming new candams. The late ValNrnalai Svami, used to sing 

Tiruppugazh in intricate talas like Lalita and SankTrna Jatl Dhruva tala. 
The Tlruppugazh songs are the only authoritative 'laksyas' for most 

of the talas In our system of music, named and unnamed. The original 
music of the Tlruppugazh is not available and presently, it is sung in 
improvised tunes. 

KaficTpuram Nayana Filial was probably the earliest musician to 
popularise Tlruppugazh on concert platform. , 

Examples of some famous Tiruppugazh songs In their 
present tunes : 



1. 
2. 
3. 
4. 
5. 
6. 

2. Tevaram 



Erumayileri - Mohanam - Khanda capu 

Nadavlndu - Kuranji -Adi 

Kaittala nirai kani ; - Nata - Adi 

Bhaktiyal yan - Navaroj -A*di 

Tullu mada - Hamsanandi - Tisra Matya 



Kurvel Pazhitta - Madhyamavati - Adi Khanda gatl. 



The sacred hymns composed by the Salvaite Nayanmars - viz. 
Tlrujftana- sambandar, Tlrunavukkarasar (Appar) and Sundarar, are 
called the Tovaram' hymns. The word "Tevaram" convoys two meanings. 
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Tevaram - a devotional song and 'Te- Aram' a garland of a devotional 
song offered to god. 

In ancient Tamil Music, 'Varam' was a kind of devotional song, 
with literary beauty and a definite musical structure. It was one of the 
four types of songs namely mudanadi. Varam, Kudal and tltal. 
Roferoncesto varam songs are seen In thoTamil work Sllappadikaram. 
The Tivararn hymns were composed during 7th, 8th, and 9th 
Centuries A D. It was a Saivaito devotee by the name Nambl Andar 
Nambi, who collected, all the Tevaram hymns, with their text and 
music." The Cola kings appointed 'Oduvars' (musicians who sang 
Tevaram) .In all the Salvaite tempjes and thus rendered a great service 
to the proper preservation of the music of the Tevaram 

The Tevaram songs are broadly classlfied' into the two 
categories namely, 

a. fayangam or pannangam 

b. suddhangam. , ..... 

Tevaram songs, which are sung with tala such as the 
TSrukkuruntogai cf Appar are examples for Layangam or 

Pannangam. 

Tevaram songs which are sung without tala, such as the 
Tlruttandagam of Appar are called Succhangam. 

t ; ' 

Most of the Tovaram songs consists of four lines^ The angas 
pallavT, anupallavT, and carana are not found in the Tevaram songs. 
The music of the first two lines is repeated in the last two lines. The 
signature of the composer is found in the last portion of the song. 
Literary beauties, such as Citrakavi, Yamaka and yati are found in the 
Tevaram. For example in the Tevaram hymn' 'Urrumal servadu' we 
flhd the same word 'Meyyinaye' repeated twice conveying two 
different meanings. This ls called yamaka. • 

Research In the music of the Tevaram songs has thrown light 
on the ragas or pans In which the Tevaram songs were set earlier. 

A few examples 4 
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The pan (or raga) Takkesl corresponds to Kambhpjl raga 
Pan Sadari corresponds to the raga Pantuvarall. 

Examples of a few popular T ev aram songs : 

1. Todudaiya - Pan Nattapadai (Nata) 

- Tlrujnana Sambandar 

2. Kadalagl -PanKausikam (Bhalravl) 

- Sambandar 

3. Talalye riTvananganl- Pan Sadari (Pantuvarall) 

• Appar. 

4. Madar madappidl - Pan Megharaga Kuranji (Nllambarl) 

- Sambandar. 

5. Mill adimai - Pan Senturuttl (Madhyamavatl) 

- Sundarar. 

3. DIVYA PRABANDHAM 

The Tamil pasurams or the sacred hymns composed by the 
Vaishnavalte Azhvars are called Oivya Prabandham. Thf> total number 
of these pasurams are approximately 4000, and hence the name 
Nalayira dlvya Prabandham. Divya Prabandham was composed 
during the 7th, 8th and 9th centuries. After the 9th century it became 
less popular for some time. It was the Vaishnavalte devotee by the 
name Nathamunl who collected all the 4000 pasurams and 
repopularlsed them. He also set tunes and abhinaya for the 
dlvyaprabandham and popularised them at the temples of Srirangam 
and Azhvar Tlrungarl. Those who sang the dlvya prabandham with 
abhinaya, in these temples were called 'araiyars'. In course of time 
the music of the divya prabandham was lost. In Srirangam temple the 
dlvyaprabandham is only recited with taTa and abhinaya. In all the 
vaisnavito temples, the divyaprabandam is recited. 

The 4000 pasurams of the divya prabandham are classified Into 
fourgroups. The third group of 1000 pasurams alone Is called 'Iyarpa' 

which means that these pasurams have only to be recited. This clearly 
shows that the remaining 3000 pasurams were set to music and sung. 

The first 1000 pasurams are called 'Mudal aylram'. In the 
mudal Hylram lho following hymns of tho Alwors figure. 
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Periyazhavar 
Andal 

KuiasekharaAzhwar 

Tlrumazhisai Piran 
Tondaradlppodl 

Tiruppanazhavar 

Madurakavi 



- Tlrupallandu 
Periyazhavar Tlrumozhi 

- Tiruppavai 
Nachiyar Tirumozhl. 

-Perumal Tirumozhl 

- Tiru chanda Vlrutttam 

- Tlrumalal Tlruppalllyezhuchl 

- Amalanadl piran 

- Kannl nun Slru tambu 



The second set of 1000 pasurams called 'Irandam aylram' 

Tirumanga! Azhvar - Periya Tlrumozhi 

- Tirukuruntandagam 

- Tiru nedun tandagam 

iyarpa or the Munram aylram 



Poygal Azhvar 
Bhutatazhvar 

Peyazhvar 

Tlrumazhisai Piran 
Nammazhvar 

Tirumangai azhvar 



- Mudal Tiruvandadi 

- irandam Tiruvandadi 

• Munram Tiruvandadi 

- Mangam Tiruvandadi 

- Tiru Viruttam 

- Tiru Vaslriyarm 

• PeriyaTiruvandadl 

- Tiru vezhu kurrlrukkai 

- Siriya Tirumadal 

- Periya Tirumadal 



Nammazhvar 
4. Tiruppavai 



Naiigam ayiram ■ . 

- Tiruvaymozhi. 



Tiruppavai consists of a 30 Tamil pasurams which were sung 
by the Valshnavaito azhvar Sndal, during the Tamil month of Margazhi 
(December - January). SndaJ also known as Goda and Nacciyar, lived 
In lho middle of the 9th Century. She was the adopted daughter of 
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Periyazhavar or Visnucittar. She grew up in a silent reverential 

admiration of Lord Sri Krsna, and fall in love with him. Marrying him 

in ail the glories of the bridal ceremony was her only goal and ambition 
in life. She observed the Katyayani Vrata or pavainonbu. In the 
Bhagavatam it is said that the Gopikas observed this Vrata for the 
whole of the month of margazhi, and each day composed a pasuram. 
These thirty pasurams are called Tiruppavai or the sacred pavai 
hymns. Each Tiruppavai consists of eight lines, picturlslng a group 
of maidens going from house to house and bidding their friends to 
raise and join them for an early morning bath. Tiruppavai depicts 
nayaka-nayaki bhaya in mystic poetry. With its high philosophical 
inner meanings the Tiruppavai has a unique place in Tamil Poetry. 

Famous musicians like Ariyakkudi Ramanuja Ayyaiigar and 
M. L Vasanthakumari have set tunes for all the Tiruppavai songs and 
have also done commercial recordings of the songs. 



A few examples are - 



1- 


Margazhi Tinga! 


- Nata 


-adi 


2. 


Male Mani vanna 


- Kuntala Varali 


-atfi 


3. 


Orutti Maganai 


- Behag 


-adi 




Mayanai 


- S*nraga 


-adi 


5. 


Vanga Kadal 


- Suratl 


-capu 



5. DIVYANSMA KTRTANA 

Divyanama-KTrtana and Utsava- sampradaya-kTrtana are the 
two categories of KTrtanas or classical denotionai songs which are 
sung In the bhajana. They are usually in Telugu and Sanskrit. On 
account of their appealing music, some of these Kirtanas are also 
sung in music concerts. DivyanamakTrtanas are simple devotional 
songs, which ex-toll the greatness of the divine names of God. 
Utsavasampradayakirtanas are also simple devotional songs which 
describe of the various rituals and the various types of worship offered 
to god during the Bhajana and during special occasions. 

Examples :- 

DIvyanama KTrtana - S'rTrama Jayaramn - Yadukula Kambhojl 

- Jhampa-Tyagnraja 
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Utsavasampradaya KTrtana - Sla Kaiyana vaibhogame - Kuranji 
- Jhampa - Tyagaraja 

DIvyanama-l<rrtanas are important sacred musical forms. All 
the illustrious composers such as Margadarei_Sesa Ayyaiigar, 
Sadasiva Brahmendra, Vrjayagiplla, Ayyavai, Bhadracaiam 
Ramadasa. and Tyagaraja have composed many divyanamakTrtanas, 
and emphasised the greatness of uttering the names of God. 
Tyagaraja's divyanamakTrtanas are very popular and widely sung. 

Divyanamakirtanas have simple music and a number of caranas. 
Some times the caranas are also sung to the music of the pallavT. 
Accordingly divyanamakirtanas can be classified as (a) eka dhatu 
divyanamakTrtanas. wherein the pallavTand the caranas have the same 
music and (b) dvldhatu divyanamakTrtanas wherein the music of the 
carana-s is different from that of the pallavT. 
Examples of eka dh atu divyanamakTrtana s : - 

1. Vinayamu Saurastram Capu Tyagaraja 

2. Rama rama Huseni Rupaka Tyaqaraja 

3. ParipIIaya Rltigauia Rupaka Tyagaraja 

4. Ramarama- Ananda- _ _ 
nTvaramu bhalravi W| Tyagaraja 

Examples of dvldhatu divyanamakTrtanas : 

1. Rama jogl -Khamas 



2. Ramabhadra -Ananda 

rarl bhairavl 

3. Tavadasoham -Punnagavarali 



4. Rama namam -Madhyamavati -Adl_ 

bhajare -Tyagaraja 



-Sdi 

-Bhadracaiam 
Ramadasa 

-Adi 

-Bhadracaiam 
Ramadasa 

-Adi 

-Tyagaraja 



LESSON No. 4 
MUSICAL FORMS FIGURING IN DANCE CONCERTS 



Forms presently found in tho Bharatanatyam were systematised 

by the Tanjavur quartette, Ponnayya, Clnnayya, Sivanandam and 
Vadivelu, the disciples of Muttusvami Dlksltar. The four brothers lived 

during the eighteenth century, and were attached to the royal Courts 
of Tanjavur, Travancore and Mysore. 

Forms used In the Bharatanatyam are es follows : 
Alarippu :- 

The first item of tho Bharata Natyam programme is the Alarippu. 

This is an invocation, and Is performed only to the rhythmic 
accompaniment of the Mfdaiigam and Talam, and the rhythmic 

syllables are also recited. Alarippu Is an example of pure, abstract 
dance or nrtta. In the alarippu the basic and the most Important 

movements or adavus are introduced in a specific method. The 
rhythmic patterns are select and elemental, in the beginning of the 
Alarippu, the rhythmic syllables are recited in the basic speed then 
gradually the speed is doubled, and quadrupled and finally the basic 
speed is brought back. Beginning with the standing posture, the 
dancer gradually changes over to tho ardhamandali posture (with the 

feet turned side ways and the knees bent side ways) and finally 
introduces the mandali posture or the sitting posture. The alarippu 

ends with a small adavu dance cadence. Alarippu may be called the 

warming up dance. 

Jatisvaram :- , 

Jatisvaram Is a form with music and tHa. There Is no text 
sahitya, but only svaras like tho alarippu, the jatisvaram Is also a pure 
dance or nrtta composition. Tho name jatisvaram indicates that the 

musical structure of the forms Is based on the jati patterns or the 
rhythmic patterns. Usually it consists of tho two angas namely pallavT 
and carana. The pallavT is usually in basic speed. In the caranas the 
speed usually speeds up. The pallavT of the jatisvaram Is repeated a 
number of times and the dancer executes different types of rhythmic 
patterns. 
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is simple. 
Varnam :- 

The most Imporlantiorm In Bharatanatyam is the 

of pallavT, anupallavT, muktayisvara, carana and carana svaras. AH 

the Svaras have sahitya or text. 

T^lMS^ ^ the nattuvanar and followed on 

Te ZZJ. The nattuvanar also p.ays these fTrmanams on the 
and L dancer executes the tirmanam with her ankle, 
■ , n the padavarna, the dancer has freedom to improvise 

1- «™ Thi« it reauires a rich literary knowledge and 

expression or abhinaya Thus ;rt requires a ,r » 
background to improvise abhinaya. The varna n 
duration of the Bharatanatyam recital. 

Padams :- 

After .he elaborate .varnam, padam comes as 
Padam. Is an Interpretive dance ^^£TaS,tove 
offers endless <W>^Z^XJ^,^,6^. Inastate 

porformed with abhinaya. 

Tillana :- _ 

The dance recita, ^S^«SS*£$SZ K 
tlilSnl is a musical composition 3ett °lf^™^' ( , he dance in 
aoay rhylhmic dance and brings ou. fta on Ure beau V °™»«W „ 

PUrcjV •^'Z^X^^SS^ or Korvais are 
pl^^L/andfnoVXn^usuallybecomesteterand.as.er.owarda 

tho oikI. 



|t|l!lilMmt , lll ,, Vi uncu,ncor t uo.H,llyondswlthaslokam. 



LESSON No. 5 
RAGA LAKSANAS 

I.Todi 

Todi Is the Oth melakarta raga. It is the second mela(srT) In the 
second cakra(netra), and is called Hanuma todl. 

Erohana : s r g m p d n s 
Avarohana : sndp mgrs 

Along with sadja and panoama, the svaras suddha-rsabha. 
sadharanagandharn. cuddhamadhyama. suddhadhalvata and 
kaisikinisada figure in this raga. It is a very popu|ar m^a raga with 
well known janya ragas such as Dhanyas.. Sh.ri. Asaver. and 
Punnaga varali. 

Except the madhyama all the other svaras are_sung with 
gamaka. Subtle graces and gamakas find place In this raga especially 
in gandhara and dhatvata. 

Gandhara, madhyama, dhaivata and nisada are the Important 
svaras (ragachaya svaras) which bring out the rag_a bhava. 
Madhyama and paficama are the halting svaras in the raga alapana. 
Except rsabha all the other svaras are nyasa svaras. 

Compositions start on the svaras sa. ga. ma pa da and 
ni Jantaeviraprayogaslike 'ggmmdd', 'mmddnn ; datusvara 
prayogas sucfe as ngr, nrn. dnd, gmgd, gndm. and pannin 
aSS t a«a*pmyJ:iaslike nrndm. g md mgrn -are frequently 

used in. the raga. 

Along with s n D phrases like sD, rsD are also sung. 

A major raga affording scope for detailed raga alapana. All the 
types of compositions like gHa-svarnas. krtis, padamsandjavalfeare 

represented in this raga. 
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This is a murcchanakaraka mela raga and its ri, ga, ma, dha 
and ni, when taken as sadja, result in Kalyani, Harikambhoji, Nata 

bhairavi, Sankarabharanam and Kharaharapriya. 
Sancaras: 

n D g r G - mgrsnsD - dgrG - g m PdndPM 

- MpdP, dpmGmndD - dnsfns- SngrnnGr 
sD - nsrnS - pdndD - gmgdgndD - dmgmg 
r s D - n s r n S 



Compositions : 

Varna Era napai 

Ran&Kangi 

Svara jatl Rave himagiri adi 



adi 

ata 



Kottavasal Venkataramayyar 

FallavTGopala Ayyar 

ima Sastri 



Krti 



Koluva- 
maragada 
Errti jesite 



Tyagaraja 



Kamaiambike 
(Kamalamba Navarana KTrtana) 



adi 
Misra 
capu Tyagaraja 

Tisra 

eka Muttu. DTkitar 



2. Kanada 



Ninnenammi Mlsra 

nanu capu dyama sastri 

Tanlgaivalar Khanda 

capu Papanasam {sivan 

Tayeyasoda adi Uttukadu Venkatasubbayyar 



Kanada is a janya of 22nd mela Kharaharapriya. 
Arohana : s r g m d n s 
Avarohana : s n p m G m r s 

Along with sadja and paficama, catuhsruti-rsabha, sadharana- 
nandhara, suddhamadhyama, catuhsrutidhaivata and kaislki nisada 
nro lakon by this rafia. 
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Sadava vakra-sadava raga. Paflcama is varja in the arohana 
and dhaivata is varja in avarohana. In the avarohana Ga Is the vakra 
svara and ma is the vakrantya svara. 

In the atatala varna 'nera nammiti' there Is vlsesa prayoga r g 
m P. Prayogas like 'nd pm G' ; 'sdpm' are also widely sung. 
Accordingly the avarohana is sung as snsDpmpGmrs by 

some musicians. 

Though an upanga raga, phrases with kakalinisada also occur, 
Ga, dha and ni arc jlva svaras. Ri and dha dTrgha svaras. While 

■yl*?ScZt® h r&mo?m collating from madhyama, both rsabha and 

dhaivata are sung as plain svaras. Ri and dha are also halting 
svaras. 

In the raga alapana srpG and 'nsp' are some of the other 
vlsesa sancaras. 

The samvadi prayogas 'nsRgr snP'm pDnd pmG" and 
ahata gamaka prayogas like 'gm md dn ns' add to the beauty of the 
raga. 

A karuna rasa raga. 

The raga has sancaras in the three octaves. 

There is not much scope for an elaborate raga alapana. The 
prayoga s r m p n p G is also often sung. 

Sancaras : 

rpG - gmrS - sn*dnd - nsRrsrGmrs - nsP - n 

srpG - nddpG - mdnsnpG - gmDd - mdNn-dnSs - 
nsRsPns$rrsrpGrhr$ - nrsnsdpm - gmm ddnns - 
nfsrnsP - nddpGmrs - sdndnsnRs 



* kakali nisada 
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Compositions 
Varna 



Krti 



Ninnekori 
Neranammiti 

Sukhi ewaro 

^ffnarada 
Kamalambana 

VorJpondu 



Idl TiruvotriyurTyagayyar 

ata Ramanathanpuram 
Sffnivasayyangar 

adl Tyagaraja 

rupaka Tyagaraja 
adi Karur Dakshinamurthi 
3astri 

rupaka Dharmapuri Subbarayar 



3. SAHBNE 

Sghina Is a janya raga derived from the 28ih mlla Harikambhoir 

Srohana : srgmpmDns 

Avarohana : S Nd pmGmRgrs • : . 

' Besides sadja and paftcama, the rags takes catuhsrutl rsabha, 
antara gandhara. suddha madhyama, catuhsruti dhaivata and ka»sik. 

nisada. 

ttisavakrasampurnaraga. in the arohanam "pa" is the vakra 
svara and the "ma" is the vakrantya svara . in the avarohana "ga" 
and (first) "ri" are vakra svaras (second) "ma" (second) "ga" are 
vakrantya svaras. 

Rsabha, dhaivata and nisada are JTva svaras or- raga chaya 
svaras Rsabha and dhaivata halting svaras. Gandhara is mostly 
rendered 'in a slightly higher svarastnana. Whereas in the phrase 
■r g r s' gandhara is slightly flattened and sung. 

Jams like p r and n s P are very characteristic in this raga. s d 
p m ~ and rgmpdnsrNdpm are visesa sancaras. 

Mmlhymtui klila nrul trikalu sancaras Pdp. Mpm, Gmg, Rgr. 
nr,uj.M|»n, iincl nri.n. O.np.Mpd.Pdii atkltolhoboautyof the raga. 
li h n It htf linyl rmi" 
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In Muttusvami DIksitar's sampradaya, this raga is regarded a 
janya of the 22nd. ragahga raga £rTraga (Karaharapriya meia) raga. 

Generally very detailed alapana is not rendered in this raga. 
Compositions begin on s r p and n. 

Sancaras : 

rRrgr - rgmpmGgmR - rggrs - nsDNdpmD - 
nsRr - g r pmP - rgmpmDd - m d Nns D nd P - mdnsf 
snap - nsfirrgmpmGmRgrs - nsrNdpm mdns rgrs N 
nsD - NdP - RR - rgmpdnsrNdpm M pDp JM rnPm G gMr r g 
grsNdpmDnrsnS 

Compositions : 



Laksana 


Kamsasura 


Mathya 


Paidala 


gTta 






Gurumurti ^astri 


Varna 


Karunimpa 


Adf 


VTna Kuppayyar 


Krti 

• 


Emanadicev 


Rupaka 


Tyagaraja 




Raghupathe Rupaka 
Giripai Adi 
Vandanamu A~dl 
(Prahlada Bhakti Vijayamu) 


Tyagaraja 
Tyagaraja 
Tyagaraja 




J>rTKamalam 


Triputa 


MuttU. DTk. 




(Kamalamba Navavarnam) 




Padam 


Mera gadu 


Triputa 


Ksetrajna 



4. ATHANA 

Janya of the 29th meia DhTra £ahkarabharanam. 
Arohana : 8 r m p n a 

Avarohpnn ■: anDpmpGr t (sodhanna gandharo) 
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It is a dvi-anyasvara bhasahga raga. The prayogas pd n s - p 
dps - sdpm - rrhrs - are frequently sung in this raga. Hence, 
it is an example of a raga, wherein prayogas are not always sung In 
conformity to tho arohana and avarohana. The svakTya svara antara 

gandhara is found in only one saficara in the tarasthayl, being n s g 
rh r s. It is only the anyasvaras sadharana gandhara and kaisikl nlsada 
which are more frequently sung than the svakTya svaras. Sadharana 
gandhara is rendered as a long kampita svara in this raga. 

Visesa sancaras are p s D, prsD, m p f - d p r and s n p. 

Sadharana ga, dha, and nl are jiva svaras. 

Ri and pa are halting svaras in the ragai&lapana. 
Compositions start on rf, pa and sa. 

Saflcaras : 

pGmP - d N p - mprs nsDD - pdnsrmrsnrsnp dp S n 
Rs - gmrsnsD - sDpmpGrs - nsrm rmpn mpns rmf Srs n 
p Un3 Po*p mgmpd N P - mpG R s - nsDns 

Compositions : 

Krti ilalo pranatarthi Adi Tyagaraja 

Narada ganalola Rupaka Tyagaraja 

Epapamu Misra 

capu Tyagaraja 

ElanTdayaradu Rdi Tyagaraja 

Brhaspathe Triputa Muttu. Dik. 

jt (Navagrahakrtl) 

Paramapavani Sdi Annasvami dastrl 

Padam Valaputala Misra 

capu Svati Tirunal. 
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5. BILAHARI : 

Janya raga derived from the 29th fneTakarta Dlilra 
dartkarabharanam. 

Arohana : s r g pd s 
Avarohana : s n d p m g r s 

Along with sadja and pancama, this raga takes catuhsruti 
rsabha, antara gandhara, sudd ha madhyama, catuhsruti dhalvato 
and kakalini^hada. 

Ekanyasvara bhasanga raga. The anyasvera kalsikinlsada 
figures in the phrases 'p d n p d p' and 'p d n p'. 

Auduva sampurna raga. in the arohana, ma and ni are varja. 

Pa and ri are nyasa svaras. 

'R g s' 's n p"r g d p' - are visesa saficaras. 

This raga figures in geya natakas and dance-dramas. 

The graha svaras are sa, ga and pa. 
Saficaras: 

gpmg rsnd - srgP - gdPmgrgR 

gpDdpmgR - rgpdP m g r g s 
rgpdPmgR - gpdS snndOS 
d rs pd n* P - dsRr 
srgprhgrsnd - d gft sndfsn 
d pd P mgR - pmgrs - snndDs 
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Compositions : 



Jatisvara 


SrQP 


m 




Varna 


Intacauka 


Adi 


Vina isuppayyar 


Krti 


Napvadhara 


Adi 


Tyagaraja 




Dorakuna 


Adi 


Tyagaraja 




Kanugontini 


Adi 


Tyagaraja 




Toiijanma 


Jhampa Tyagaraja 




Kamakshl 


jhampa Muttu.DTk. 






Kcapu 


Pat nam 



Subrahmanya Ayyar 
javali Plrfpovalera Rupaka PatSbhi rimayya. 



Lesson No. 6 
RAGA LAKSANAS (Contd.) 

1. SEVER! 

Saved is the janya of the 15th mete Mayarhaiavagauia. 

Arohana isrmpds 
Avarohana : sndpmgrs 

Besides sadja and paficama, this raga takes place suddha- 

rtabha, an*ara» "gandhara, suddha-madhyama, suddha-dhah/ata 
and Kakali nisada. 

It is an auduva sampuma raga. 

Ri. ma. dha, 'and ru are rlga-chaya svaras. 

Pa and dha arc the nyasa svaras. 

Vlsesa saflclfls are 's r g s R\ 'p d n p D', 'nd m*g r' and 
'd n m d $'. The prayogas s r M - r m d - m d R add to the 
beauty of the raga. In the phrases srgsfl and pdnpD the 
svaras antara gandhara and kakali nisada are slightly flattened 
and rendered. In the music treatise 'MSadhlkaralaksaha' (18th 
Century) these flattened svaras are called prati antara gandhara and 
prati kakali nisada. 

Rsabha and dhaivata are kampita svaras, and aiso rendered 
slightly flat. The graha svaras are sa ga rl and pa da. 

To an extent, detailed alapana can be done. 

It is a raga full of subtle gamakas. 

Sancaras 11 

8 r g 8 R - rgrsndD - RRmpdmgrR 
pmDD - dmgrmpdnD - mdSndD - r 8 R 
- pdndD - grond - mdrndm - drngrsD 

D md ft, b n d p m g H H a n d 8 



- 8 r m P p 
- 8 x g s R 

- s r M r m 
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Compositions : 

Glta 
Varna 



Krti 



Padam 
Javali 

2, RTTIGAULA 



Janakasuta Rupaka — 

Sarasuda Adi KottavasaJ^ 

Venkataramayyar 

Daridapuleka Adi Tyagaraja 
Rama bana Adi Tyagaraja 

Kulamu phalamu Rupaka Tyagaraja 

(Divyanama kTtana) 
^rTRaiaqoDaia Adi Muttu. DTk. 
Durusuga Sdi ^maSastri 

Teiisenura Rupaka Vefatagirivaru 
Mutta vaddura Adi Cin;nayya 

1 I' 



Rilgaula is the janya of the 22nd. mela Kharaharapriya % Earlier 
it had been considered a janya of the 20th. meWNatabhairavl. 

Arohana : s g rg m n d rn n n s 
Avarohana :sndmgmpmgrs 

Along with sadja and pahcama, catuhsruti rsabha, 
sadharanagandhara, suddhamadhyama. catuhsruti dhaivata and 
kaisiki nisada are taken. The anyasvara suddha dhaivata 
figures in a very few sancaras like 'g_m_ d pmgrs and p a 
d m". It is a ekanyasvara-bhasahga raga. 

Itisasadava-sampurna, Ubhaya-vakraraga. Pa Is varjajn the 
arohana. In the arohana, two svaras are vakra, and in the avarohana, 
ono svara is vakra. 

Gu, ma and nl aro tho JTva svaras. 

Aliipmia ctmnot roiulorod vury elaborately In this raga. 



78 



Madhyama is the nyasa svara. 

Eventhough the avarohana runs as 'snd m', it is appropriate 
to sing to avarohana as 's n p' in the mandra sthayi. 

Visesa sancaras are n d n s and r g s. 

It is a rakti raga and can be sung in the three sthayis. 

The graha svaras are sa, ga, pa and ni. 

This raga belongs to the second set of five ghana ragas. 

Saftearas : 

sgrgM - gmndM - gmpmgrG pmgrGs - 8 n n 

p - nsngrG g m N N - n n s n d M - mnnSs - nsgfgs - n 

sgrG - p rh g r g s nsgrnsndm - gmnnS - sad M g m p 
mgrS - nsnpnnsnsrGs 

Compositions : 

Varna Vanajaksa Ata VTna Kuppayyar 

Krti Ragaratna Rupaka Tyagaraja 

Dvaitamu Adi Tyagaraja 
Cerarava demira Adi Tyagaraja 
Nannu vidaci Misra 

capu Tyagaraja 
(Prahl. Bhak. vijayam) 

drTnilotpala Rupaka Muttu.Oik. 

Janani ninu vina Misra 

capu Subbraya Sastri 

3. SURATI : 

Janya of tho 20th. mela Harikambhoji. 

Arolmnn : ri r m p n a 
Avni'nhmui !i n d p in y |i m n u 
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Apart from sadja and paftcama, this raga takes catuhsruti 
rsbha, antaragandhara, suddhamadhyama, catuhsruti dhaivata and 
kaisiki nisada. 

It is an auduva, vakra, sampurna raga. Some musicians sing 
the arohana as srmp - ndns. 

Visesa saacaras are -- mprs - mp.s ■ mg - rs - mgs - 
r m s and p n m. 

Ri, ma and ni are raga chaya svaras. 

%.ftcama Is Ilia nyasa svara in the raga aiapana. 

Graha svaras and ri. ma, pa and ni. 

Both gandhara and dhaivata are slightly sharpened and sung, 
in the prayogas, rm p N N and M M m g p m R, the svaras ni and 
ma are rendered as dTrgha svaras. They are also repeated a number 
of times. 

This raga does not give much for a very elaborate aiapana. 

It is an auspicious raga and concerts are often concluded 
with a few phrases from this raga. Mangalams are composed in this 

raga. 

The raga finds place in the geya natakas and dance-dramas. 
Sancaras : 

rmpmNdp - mgpmR - rmsrs - rmpndns - n d 
s - ndsndp - pnMpsns - ndnsrnd - n s ft r - n s r M g 
prhRrh - srs - NfsndP - rmprSndsndP - mpdMg - 
pmR - rms- rmpmNdP - mgpmR - rmsrs - ssnd 

NS 

Compositions : 

Varna Ento proma Adl VTna Kuppayyar 
Kill G II; ir Ih tin ui Adl Tyugaraja 
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Bhajana parula Rupaka Tyagaraja 
Ramachandra Adi Tyagaraja 

(Navagraha -krtl Tlsra 
Angaraka) eka 
Sadaramava Adl SvaiTirunal 

Padam Inlklranicena Triputa Ksetrajfia 

Javati MariyHda Patnam ' 

teliyagane Rupaka Subrahmanya ayyar 

4. KALYRNi 

It is the 65th. rnelakarta raga -- 5th. mela (ma) In the 11th 

cnakra (tutim). 

Arahana : srgmpdns 
Avarohana : 3nd pmg rs 

Apart from sadja and pancama, this raga takes catuhsruti- 
rsabha, antara-gandhara, prati- madhyama, catuhsruti-dhaivata and 
kakali-nisada. 

It is a well known prati-madhyama raga. 

Ga. ma, dha and ni are raga chaya svaras. 

Ga and pa are nyasa svaras. 

Both rsabha and dhaivata are slightly sharpened and sung. 
It is a tristhayi raga. 

It is a murcchanakaraka mela-raga. Its ri, ga, pa. dha and ni 
when taken as sadja, in the process of graha-bheda result in 

Harikambhoji, Natabhairavi, ^ahkarabharanam, Kharaharapriyaand 

Todi respectively. 

Prayogas without sadja and pancama such as 'n d m g r n' and 
'gmdnrndm' occur. 
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Visesa sancaras aare g d P m G r s, and n d s n. 

Dhatu svara prayogas like mgpmdpnd, and pratyahata_ 
gamaka prayogas such as s n d d p m, add to the beauty of this raga. 



in ancient Tamlz music, the scaio corresponding to this raga 
was known as Padumalaipalal and in Hlndusthani music, it is called 

Yaman. 
Sancaras : 

gdPmGrsR - Gndmgr - dmgrmgrsnd - nsrG r 
G M P - pmdppmmgM • p d n P d n S - ndgrmGrsnD 
npdnSrndmgrs - dnrgmdM grsDns 



Compositions 
Gla 
Varna 

(Varna 

Kit! 



Kamaiajadala 
Vanajaksiro 



Triputa 
Adi 

Ata 



Ramanathapuram . 
drMayyangar . • 

PallavTGopala Ayyar 



Nldhi cala Mtera 

sukhama capu Tyagaraja 

Etavunara Adi Tyagaraja 

Bhajanaseyave Rupaka Tyagaraja 

Ammaravamma Jhampa Tyagaraja 



Vasudevaj 



Adi Tyagaraja 
lada Bhakti Vijayam) 



Kamalimbam _ j( 
Bha are _ .Adi _ Muttu.dlksltar 
(Kamalamba navavarnam) 



itfimadrlsute 
diranavarilci 
NVinuvinagati 

Kantimatim 

/ 3- 

NTye mana 
maglzvoclu 



Rupaka dyamaSastri 
Rupaka dyama Sastri 
Adi Subbaraya Sastri 
Rupaka Subbarama Dlksitar 

Adi Ramasvami Sivan 
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Padam Iddari sanduna Misra 

capu Ksetrajna 

Javaji Entatl kuluke Rupaka Dharmapuri Subbarayar 
5. khamrs 

It is a janyaraga of 28th. mela Harikambhoji. 

Srohatja : smgmpdns 
Avarohana ; sndpmgrs ( 

Along with sadja and paficama, this raga take? catuhsruti- 

rsbha, -antara-oandhara, sudtiha- madnyama, eatuhsfuti-dhalvata 
and kaisiki-nisada. 

•• It is an efcanya svara bhasanga raga. The anyasvara kakail- 

nisada figures in the phrases psnsdnpd - n s R n d. Originally 
this raga Was upanga. in the javalis and later Irs the krti 

"brocevarevarura" of Mysore Vasud'evacarya, we come across kakali 
nisada. 

It is a desya raga. 

Ma, dha.andni are raga chaya svaras. 
Graha svaras are sa, ma and pa. 

Paanddha are resting svaras in the raga alapana, Ma, pa and 
dha are nyasa svaras. {.*} 

This raga does not give scope for detailed raga al~- 



-upana. 



m n d n P - P d M - gmnd - mgs - s n J j m p „ , 
_ „. . i ""lp, and s d d 



are visesa sancaras. 



The prayoga pd s is found in the javalis. 



This raga is popularly used in javalis and there are about so 
jitvallu In this rnrjii 
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The 28th. mela Harikambhoji is called Khama) that in Hindustar 

music. 
Saftcaras : 

smgMndnpdns- sndPdMgMgmnd - mgsM 
Mndnp - dnsns - n*sn*sRND - dnsgrrhgrs - snd| 
M - pSDPmgM -ndpmpDpmgrgs 

Compositions: 



Krti 



Padam 



Javali 



dambasivayanave 


Adi Clnnikrsna 
dasa " 


Syjanapvani 


Bupaka 


Tyagaraja , , - 


STtapate 


Adi 


Tyagaraja \ 


Pahimohana 


Rupaka 


Tyagaraja 


Paramatbhuta 
maina 


Ml 


Mysore Sadasiya Rao 


Brocevarevamm 


mi 


Mysore Vasu devacarya 


Teruvii Varano 
(tiara nadai) 




Muttuttandavar 


Apudu manasu 


Rupaka 


Patriam Subrahmanyayy; 


Marubari 


Sdi 


Oharmapuri Subbarayar 


Canaro 


Rupaka 


Cinnayya 
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Lesson No. 7 

Ability to reproduce in notation the compositions learnt in the 
ragas prescribed for Ragalaksana. 

Note : The notation may be learnt from the notation package 
supplied with audio-cassette lessons. 



